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Contextualizing the Thesis, Women Artists and Leadership.
This thesis project arose from my lifelong interest and activities in the arts, not the least
of which was serving as Executive Coordinator of the Women's Art Registry of
Minnesota (WARM) from 1991-1996. When I approached Dr. Noonan about being my
thesis adviser and she asked what my topic would be, I had an epiphany that came from
some very deep, passionate source: I told her I wanted to write about women artists and
leadership. I wanted to better understand art as a vocation for women and how this
vocation changed over time, particularly through the turbulent times of the 1960s-80s.
When I thought about women's art from the perspective of my own youth and from the
way it is today, I realized significant and positive advances were rnade. And I believed
these advances were not conferred - they were won by many women taking leadership
roles in fighting for what Heifitz and Linsky call adaptive changes.

I wove the writings and wisdom of authors who were artists, cultural critics, curators and
historians with those authors and thinkers [ found most relevant from my MAL
coursework. Sharing the cultural art critic bell hooks' words, I was thinking about art. I
had art on my mind: the underlying complexities of art, the experiences of women who
chose art as a vocation, and their leadership strategies.
The research method I used was phenomenological, qualitative, to test the hypothesis,
within a real-world context, that women artists were leaders who pioneered social change
in order to survive in their chosen vocation.

This thesis articulates my own concerns for young women, pafiicularly artists, and for the
world at large. Margaret Wheatley provides the key to my conclusions - turn away from
a mechanized view of the world and embrace the concept of self-organizing systems.
Nahavandi's approach to change-oriented, transformational leadership theory
incorporates traits of nufiurance, cooperation and intuitive-based action-some consider
these feminine traits. Women artists have much to learn from one another and the world
has much to learn from women artists.

I believe what I offer is a call from research on the history and current experiences of
women artists that encourages us to think deeply about art and its role and functions in
our world. Muy women artists continue to create strong relationshipr, share information
freely, and connect themselves, their stories, their lives, their experiences and their art to
each other and trust the process to restore a perishing world to health.
It is an optimistic point of view, and I say, "why not?" What better point of view do any
of us have to offer our children and grandchildren?

Vicki MacNabb
Decemb er 27 ,2007
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Abstract

Art is a human endeavor with complex associations to the spiritual, social,
economic and political realms of societies throughout the ages. From the cave painting

of ancient cultures through the artworks housed and guarded within institutional walls,
the products of artists mirror the evolution of human imagination and chronicle the

assignment of value and importance as determined by hegemonic interests. For centuries,
the patriarchal hegemony disallowed the contributions of women artists, normalizing the

point of view that their contributions were inconsequential to the history of art and to the
movements that heralded each new breakthrough in vision.
The civil rights movement and the women's movement of the 19th and 20th
Centuries marked a significant turning point in consciousness among women in the

United States with the realization that there were undeniable parallels between
discrimination based on race and discrimination based on gender. Similar strategies in the

fight for individual rights and freedom of minorities could be applied toward
championing rights and freedom for women. The social phenomenon of the women's
movement challenged the status quo as women sought redress for the discrimination
rampant, among other arenas, in the arts.
Studies have shown that discrimination against women in the visual arts has been

historically virulent, but current research lacks studies specific to the strategies and skills
contemporary women have used to engage in careers in the visual arts despite adversity.

As the visual arts represent not only a vocational choice but also a rarified arena of power
and wealth,

it is important to identifo

means by which longevity and achievement in the

visual arts can be realized. This paper hypothesizes that in order to survive in the visual

V

arts women have had to be leaders. For the purposes of this research study, leadership is
defined using the Augsburg College leadership development model and using changeoriented models of leadership, including charismatic, transformational and visionary.
The research applies leadership theory as a framework to understand the
phenomenon of women artists achieving historic gains in the 1960s

-

1980s. Lengthy

interviews conducted with ten women artists provide depth in understanding the
experiences and points of view of individuals whose vocational choices are in the visual
arts. Research and interview results support the hypothesis that women artists sustaining
vocations in the visual arts embody leadership attributes and qualify as leaders according

to contemporary leadership theory. Final speculations about the importance of art and the
importance of women's leadership in the visual arts are discussed in terms of the

potential for adaptive change and the transformation needed to meet hurnan needs in a

pluralistic, global economy.
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- Introduction

In 1985 an outrageous, anonymous group of women masked as apes posed

the

question, "Do women have to be naked to get into the Met. Museum?" With this brilliant

ploy that included posters, billboards and demonstrations, the Guerrilla Girls attacked the
Metropolitan Museum in New York City for discriminating against women, citing, "Less
than

5o/o

of the artists in the Modern Art Sections are women, but 85% of the nudes are

female" (Guerrilla Girls 1995, p. 60). Nearly ten years later their exposds were no less

direct. At a 1994 College Art Association conference, their posters read: "For at least
fifteen years, the majority of art students in the U.S. have been female, while fult-time
faculty has remained overly male. Sorry Sweetie. You won't get a job because most art
departments don't hire women" (Guerrilla Girls 1995, p. 86).
The Guerri[Ia Girls, a collective of female artists and art-world professionals, had
a

vision of equality for women in the arts. The collective devised unique strategies to

persuade others to their point of

view. It launched a plan of action including making

presentations, anonymous and masked as gorillas, to the pubtic that continue to this day.
Three key attributes identified in the Augsburg College leadership development model
are a sense of vision, the

ability to persuade, and the ability to direct action. The

Guerrilla Girls exemplify the leadership model, yet no individual leader is named or ever

publicly identified. This exarnple is given because it introduces many of the themes that

will

be discussed in this paper.

The purpose of this research is to explore the complex relationship of women
artists to Ieadership and to the social phenomenon of the women's movement that
impacted their lives and their work. Integral to the discussion is the larger arena

of
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hegemonic interests that, as in the example of the Metropolitan Museum of Art given
above, dictate important matters such as whether women are generally portrayed as the
makers or the objects of art.
Studies have shown that discrimination against women in the visual arts has been

historically virulent, but the current research lacks studies specific to the strategies and

skills conternporary women use to engage in careers in the visual arts despite adversity.
As the visual arts represent not only a vocational choice but also a rarified arena of power
and wealth,

it is important to identifu

means by which longevity and achievement in the

visual arts can be realized.
The hypothesis of this study is that in order to survive in the visual arts, women
had to be leaders. But as shown in the example of the Guerrilla Girls, leadership among

women artists may take alternative forms according to the need or situation. As the study
progressed, it was noted in the literature and interviews that women artists do not

cofilmonly use the word leaders to describe themselves or other artists; moreover, the
concept of leadership seems initially to be the antithesis of the artist working in isolation

within the confines of a studio. Research data does, however, indicate attributes,
strategies and skills among women artists compatible with the language and leadership

development model of Augsburg College and with change-oriented models of leadership,

including charismatic, transformational and visionary leadership us reviewed and
analyzed by Afsaneh Nahavandi (2006).
The research was conducted according to qualitative research methodology. The
research design was a phenomenological study focusing on the experience of a vocation

in the visual arts from the participants' points of view. The investigator conducted in-
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depth interviews of a purposeful sampling of ten women artists whose vocation in the arts
began as early as the 1960s and 1970s. The sampling was intentionally nonrandom in

order to include individuals whom the researcher believed could yield rich and diverse

information about the topic from their personal experience and perspective. The
interviews, conducted one on one and each lasting from one and a half to two hours, were
structured around twenty-one open-ended questions divided into seven broad categories.
Research and interview results support the hypothesis that women artists

sustaining vocations in the visual arts are leaders. Through individual and collective
action, they achieved historic gains--overcoming both internal and external constraints to

their pursuit of careers in the arts, revolutionizing public perception of the role of women
in the arts, gaining stafus, recognition and resources and, moreover, transmitting
leadership skills and values to subsequent generations of women artists. Yet in the final
analysis, challenges remain and the interview data are rich with testimony assessing the
gains and losses as well as the new issues arising with aging and approaches to

retirement. ChapterTwo will focus on the major themes of the research, including the
importance of art, the underlying hegemonis paradigm and why women were excluded

from the arts, the social dynamics of change, women's strategies, and the emergence of
leadership. Chapter Three outlines in more detail the methodology and procedures of the
research. Chapter Four correlates findings of the interviews with the themes of the

literature review. Chapter Five completes the discussion of findings and relates them to
the leadership framework. Chapter Six focuses on considerations for the future.
There are many avenues of investigation possible in relation to artists, leadership,
and the vocation of art and the limitations of this particular study must be noted. For

Women Artists and Leadership 4
example, considering the overall difficulties in achieving a career in the arts, one might

find it fascinating to conduct a study primarily with male artists, or comparing and
contrasting the vocational experience of both men and women in the arts. While these
ideas are beyond the scope of this project, they are certainly worthy topics for

investigation. [t is the hope of the principal investigator that this study will inspire
further examinations related to the human endeavor of art making.

Women Artists and
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Review

The vocation of art is a curious one, for in what other career can it be said the
products of labor are more valuable when the practitioner is dead? This chapter reviews

literature relevant to art-making as a career, focusing specifically on the experiences of
women who have made visual arts their career choice. The study will first examine the
nature of art, its evolutionary and cultural significance, and its relationship to the

marketplace. The study will examine the concept of hegemony, a theory

of

domination/subordination (Fairclough 1995, Chomsky 2003) and explore its relationship
to the historic reality of women's exclusion from the visual arts. The literature review

will

encompass the social phenomenon of the women's movement, a pivotal era for

women pursuing art careers. The study concludes with a discussion of women artists and
leadership, addressing individual and collective responses to discriminatory attitudes and
practices that continue to plague the industry.

Definition of Terms.
However daunting the task of defining terms, there are several used in this paper
that deserve the atternpt, as follows:

Art
Most often associated with products or objects, it is notable that while there may be
consensus on

identiffing some objects

as art, other objects might be arguable depending

upon the context and sensibilities of the viewer. Cultural critic bell hooks [nee Gloria
Jean Watkins] (1995) explored the concept of art as commodity or investment versus the

concept of art as "the visual that transforms" (p. 7). Essayist and poet Lewis Hyde (1979)
spoke of art as a gift, the product of intuitive or inspired creativity with an inner life that

Women Artists and
can be experienced and received as a
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gift by the viewer. Beyond object, Ellen

Dissanayake (1988) argued from an ethological, bioevolutionary point of view that art is
a behavior rvith characteristics that suggest its selective value to human survival as a

species. The complexity of defining art will be discussed fu*her as this study progresses.
Visual Artist

A visual artist is a person who makes works that can be looked at, for example, one who
produces drawings, paintings or sculptures. hooks (1995) described an all-embracing

view of artists from the Black churches of her childhood that enlarges the definition of
visual artist: "'W'e were taught that no matter the circumstance, class, gender, or race,
the divine spirit had given one the

"gift"-ffig

if

capacity to create art-then one had to

yield, to surrender to that calling" (pp. I l6-7). hooks linked art making to an early
human vocation, referencing Hyde (1979) as follows: "InThe Gift, Lewis Hyde reminds
us 'that the task of setting free one's gift was a recognized labor in the ancient world" (p.
1

l7). While quality is a concept that will be discussed

in this study as well art-making as

a career, there is no value judgment intended that dictates who is considered a visual

artist. For the purposes of this research study, artists who produce or engage in dance,
music, poetry and drama have been excluded, although those arts may be part of specific

discussions. While artists working in those pursuits are also worthy of consideration,
they are beyond the scope of this inquiry.

Hegemony
This term is used to describe the paradigm of power and influence that dominates and is
so ingrained in a society that its operant nature is

invisible. According to Fairclough

(1995) "Hegemony is leadership us well as dominationacross the economic, political,
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cultural and ideological domains of a society. [. . .] Hegemony is about constructing
alliances, and integrating rather than simply dominating subordinate classes, through
concessions or through ideological means, to win their consent" (p.

76). Chomsky (2003)

explained, "Controlling the general population has always been a dominant concern

of

power and privilege, particularly since the first modern democratic revolution in
seventeenth-century England" (p. 5). Chomsky stated that in countries "where popular
struggles have won a substantial measure of freedom and rights...coercion was a tool

of

diminishing utility, and that it would be necessary to devise new means to tame the beast,

primarily through control of opinion and attitude" (pp.5-6). Fairclough, Chomsky and
hooks all linked hegemony to class issues and capitalism. hooks is most outspoken, "The
system of white-supremacist capitalist patriarchy is not maintained solely by white folks.

It is also maintained by all the rest of us who internalize andenforce the values of this
regime" (p.

xii). A somewhat

more hopeful viewpoint is represented by lesbian visual

artist Harmony Hammond, who according to Chadwick QA04 said,

"I

see art-making,

especially that which comes from the margins of the mainstream, as a site of resistanee, a
way of internrpting and intervening in those historical and cultural fields that continually
exclude me, a sort of gathering of forces on the borders. For the dominant hegemonic
stance that has worked to silence and subdue gender and ethnic difference has also

silenced difference based on sexual preference" (p. 13). Norman Fairclough (1995)
taught that critical discourse analysis, that is, the study of written and spoken language,
can break through the opacity of hegemonic domination, thereby revealing the ideologies

that lay beneath what appears to be "normal", or "common sense." This paper explores
ways in which the women's art movement exposed the language and ideologies behind
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the acceptance as noffnal, for example, of women as inferior, and the acceptance of the
representation of women's bodies as art objects as normal.

Ideology
Van DUk (2004) itemized some qualities that define ideology:

.

they are ideas, belief systems

.

they are fundamental or axiomatic, gradually acquired and relatively stable and

typically control other socially shared beliefs: i,e. a racist ideology may control
attitudes about immigration

.

they represent the social identity or self-image of social groups

.

they represent the social properties, conditions of a group (identity, actions, group
relations, resources)

Van Dljk continued, "ideologies are not personal beliefs of individual people; they are
not necessarily 'negative'...; they are not necessarily dominant, but may also define
resistance and opposition" (pp.

2-3). "Ideologies are like the genes that shape cultures

and societies," stated Chirot (1994). "They provide the blueprints from which realities
are constructed"

(p. l l l). According to Chirot, the "chief ideological drama of industrial

societies" began with Adam Smith's idea in the late eighteenth century that "a free
market in which people exchanged goods and services according to the rational

calculation of their self-interest was likely to produce a more harmonious society than
one in which exchanges were controlled for political or moral reasons" (p.

76). Chirot

drew on the views of economist Albert Hirschman who, as Chirot stated, "concluded that
a deep

philosophical and ideological change occurred in the eighteenth century and that

without it, neither modernization nor capitalism would have advanced so quickly. The

Women Artists and

Leadership

9

novelty of a world view that actually placed economic activity and the search for profit in
such an elevated place cannot be overemphasized" (p. 76).

This study explores the impact of historic social and economic changes on women
artists and the prevailing ideologies and noffns that structured their vocations and
attitudes.

First, there was art.
"The present-day Western concept of art is a mess," declared Ellen Dissanayake
(1998) in the introduction to her book,Y{hat is Art For? (p. 5). From her perspective no
one goes without an opinion about art except maybe the artists themselves who "go ahead

under their own particular stars, benign or daemonic, letting others worry about the

justification for what they feel compelled or called upon to do" fu. a). Professionals and
laypersons whose viewpoints and considerations range from meaning to form to function
endlessly debate what art is and what it is for. Some approach art with reverence, others

with indifference or even hostility. Conversations about art often debate quality and
value. Some art is so valuable it is protected in museums. Some art, for example,

a

child's drawing, is perhaps meaningful and valuable only to a parent. Is it art,
nonetheless? There are, moreover, culfural differences in art from one society to another;

for example, a different visual image arises when thinking about African art than when
one thinks about Navajo

art. Still the question remains unanswered, "What is art for?"

Dissanayake proposed that art has an urgent purpose, one that is based in biology
and rooted deep in the evolution of our species. The basis for survival is developing

Women Artists and Leadership 10
traits with selective value, "evolutionary fitness in a Darwinian sense," and art, according
to Dissanayake, fulfills the requirements. She argued:
Three characteristics of art suggest that art has had selective value. The first
characteristic is that the arts are ubiquitous. Although no one art is found in every
society, or to the same degree in every society, there is found universally in every
human group that exists today, or is known to have existed, the tendency to

display and respond to one or usually more of what are called the arts: dancing,
singing, carving, dramatizing, decorating, poeticizing speech, image-making. . .

.

Second, we observe that in most human societies the arts are integral to many

activities of life and not to be ornitted. If a great deal of effort is expended in
particular activities by individuals or groups, this also suggests that these are
activities that have survival value in a Darwinian sense" Third, the arts are
sources of pleasure. Nature does not generally leave advantageous behavior to
chance; instead,

it makes many kinds of advantageous behavior pleasurable (p. 6).

Typically, a study of the history of art might encompass the products, i,e. the artwork,
rnade in different eras or by diverse cultures, or focus on art movements over time.

Tracing the origins of art further back to its roots in biological fitness serves the intent

of

this paper in several ways: it helps undercut preconceptions about why people make and

view art, it positions the research to more adequately address major themes concerning
the relationship of women to the arts and to art vocations, and it provides the groundwork
necessary to the discussion of visionary leadership integral to the results and conclusions

of this project.
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Bryan Sykes (2001), who successfully extracted DNA from the 5,000 year old Ice
Man, made important observations about human origins and the human characteristic of

art-making. His study of human genetics, particularly mitochondrial DNA, which is
always maternally inherited, led to a claim purported to end the argument between

"multi-regionalists" who believe Cro-Magnons descended from Neanderthals, and the
"replacement" scholars who believe Cro-Magnons were an entirely new species.
Evidence of Cro-Magnons in Western Europe dates back some forty to fifty thousand

years. Based on his DNA data, Sykes postulated, "Al[ modern Europeans must today
trace their ancestry back to much more recent arrivals

-

to the Cro-Magnons, with their

lighter skeleton, their much improved flint technology and their wonderful ort [italics
added]" ftr. 125). The major form of art Sykes referred to are the paintings found on over
two hundred caves in France and northern Spain, which, in his words, are "adorned with
their strangely beautiful and vigorous images of wild animals. Deer and horse,
mafirmoths and bison decorate the walls of the deepest caverns, far from the light of day.
These are not crude or child-like drawings but the expression of a mature and

accomplished imagery, an abstracted and mystical representation of their world" (pp.

114-r1s).
Sykes did not concern himself with the selective value of art in the same manfler
as Dissanayake, but he did name art as one of the three defining and presumed

advantageous characteristics of the Cro-Magnons over the Neanderthals, who drifted into

extinction. Clearly by the words he chose to describe the cave paintings, he was moved
by them, intellectually and emotionally, and considered them very special.

Augsburg Coilege Library
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To Dissanayake, "making special," giving an activity or object an alternative
reality, is a fundamental behavioral tendency which she claimed, "lies behind the arts in

all their diverse and dissimilar manifestations from their remotest beginnings to the
present duy...and is as distinguishing and universal in humankind as speech or the

skillful rnanufacture and use of tools. . . . Making special implies intent or deliberateness.
. . . Moreover, one intends by making special to place the activity or artifact in a 'realm'

different from the everyday. In most art of the past, it would seem, the special realm to
be contrasted

with the everyday was

the advanced West

a

magical or supernatural world, not

- as today in

- a purely aesthetic realm" (p. 92).

Dissanayake developed her discussion of the universal behaviors of play, "making

special," and ritual into a cohesive argument about their role in human survival. The

ability of the "physically weak and mutually dependent" early humans to cope by I )
creating, through play, a symbolic realm, 2) supporting the reality of a protective realm
that would, for example, ensure a good hunt or cure an illness, by manifesting the quality

of specialness in both functional objects such as tools, or nonfunctional decorations, such
as on graves; and 3) fostering unity and cohesiveness by

and beliefs through ceremony and

ritual.

transmitting values, knowledge

Dissanayake summed up her theory, "Making

socially important activities gratiffing, physically and emotionally-this I would claim is
what art was for" (p. 152).

Critical of the impact of rationalism and literacy, which originated with Plato in
fourth century Greece, Dissanayake issued a warning that, "from an evolutionary point

of

view these [Westem reason and critical thinking] are very recent zurd relativety untried

proclivities" (p.179). Furthermore, "although art in its present Western sense can indeed
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affect individuals-by intimating to them "universal meanings" and by enriching,
deepening, and ramifying their

experience-it is questionable whether, abstracted from

social life, it will have any effect on the evolutionary fitness of the species" (pp, 195-6).
The role of the artist is culturally determined, according to Dissanayake, allowing
that some societies hold a select few in esteem as artists and in other groups, "art is
considered to be an ability of everyone" (p.

47). While equally concerned with art in

relationship to its abitity to create social, spiritual and psychological bonds within
communities, Lewis Hyde (1979), narrowed his point of view to def,rne artist as a person

with a gift or talent. No matter how knowledgeable or skillful the artist in real terms,
something unworldly occurs during art-making, in Hyde's words, "some portion of his
creation is bestowed upon him;" moreover, 'llJsually...the artist does not find himself
engaged or exhilarated by the work, nor does
element has appeared" (p.

xii).

it seem authentic, until this gratuitous

The gratuitous element is unearned. Palmer (1990)

described creativity as "driven by inner choice. . .An act cannot be creative

if it is not born

of freedom. In creative action, our desire is not to 'solve' or'succeed' or'survive' but to
give birth to something new; we want, for a while, to be less creaturely and more like the

creator. If work reveals something of our bondage to the world, creativity reveals
something of how we transcend
the artist receives is, in

"That art that matters

it" (p. 9). The unearned gift, the transcendent element

turl, received

16

as a

gift by the viewer or audience. Hyde stated,

us-u/hich moves

the heart, or revives the soul, or delights the

senses, or offers courage

for living, however we choose to describe the experience-that

work is received by us as a gift is received" (p.

xii).

The gift becomes the artist's

defining moment, for, according to Hyde, "Most artists are brought to their vocation
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when their own nascent gifts are awakened by the work of a master. That is to say, most
artists are converted to art by art itself' {p.47)

Hyde's exploration includes consideration for the livelihood of the artist. How
does an artist make a

living? Art, in effect, becomes a commodity when sold. How is the

sale of art reconciled

with the belief that art is a gift? Lewis postulated that there are two

economies in which art exists, a "rnarket economy" and a "gift economy." "Only one

of

these is essential," he contended, " . . .a work of art can survive without the market, but

where there is no gift there is no art" (p.
and sold;" he explained.

xi). "I do not maintain that art cannot be bought

"I do maintain that the gift portion of the work

places a

constraint upon our merchandising. . . . every modern artist who has chosen to labor with
a gift must sooner or later wonder how he or she is to survive in a society dominated by

market exchange" (p. xiii).
The exchange of gifts, according to Hyde, is circular within a community. It
increases in intrinsic worth as one passes the

gift-not

always an object, sometimes a

gesture-on, and carries with it some burden for reciprocity, thus strengthening
relationships. Hyde contrasted the gift increase versus the marketplace concept of earning
interest to increase wealth at the expense of someone in need. He summarized that, "Gift
increases inside the circle; capital bears interest at the boundary. These are all one and

the same: faithlessness, usury, and the alienation of both property and persons" (p. 128).

A gift fulfills many functions in society. It

can mark significant passages, such as the

giving of gifts for birthdays, weddings, and graduations, or making memorial gifts to
acknowledge someone's death. [t can ease social anxiety, such as the simple act

of

offering a piece of gum to a stranger in the next seat of the airplane or offering a few
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pleasantries to someone riding in the same elevator. Gift acceptance or rejection can

indicate whether a girl or boy might become a potential mate. Gifts can be offered to
make peace. Gifts may have a religious function, as in sacrifice corulecting humankind
and

God. A different kind of sacrificial gift, the gift of a kidney to another person, can

save a

life. In the scientific community, those engaging in basic research may consider

ideas as gifts, while the applied scientist may turn the idea into a commodity.

"A

commodify has value and a gift does not. A gift has worth," according to Lewis (p. 60).

Like Dissanayake, Hyde believes in the evolutionary power of the arts: "A lively culture

will

have transformative gifts as a general feature...it

will

have artists whose creations

are gifts for the transformation of the race" (p. 47).

There is a peculiar tie to gifts specific to women's issues, for example, a father

"gives" his daughter in marriage. "She is not a chattel," said Hyde, "she is not

a

commodity; her father may be able to give her away, but he may not sell her" (p. 9a).
The bride as gift promotes community cohesion, for as gift her function is to bond and

stabilize the relationships among the family members as well as bear chitdren to carry on
the lineage of the family. To the extent the bride separates herself and exerts her own
freedom, the group cohesion suffers, "a rather striking example of what I earlier called

'the old lovers' quarrel hetween liberty and community," said Hyde (p. 99). Tellingly,
Hyde wrote, "In a modern, industrial nation, the ability to act without relationship is still
a mark of the masculine gender; boys can

still become men, and men become more

manly, by entering the marketplace and dealing with commodities. A woman can do the
same thing

if

she wants to,

of course, but it will not make her feminine" (p. 105).
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ln order to enter the marketplace, the modern woman artist has to surmount the
market bias toward men and, according to Hyde, reject her own femininity. She must
also reconcile the use of her gifts in commerce and trade. "How, if art is essentiafly a

gift, is the artist to survive in

a society dominated by the market?" asked

Hyde. He cited

ways modern artists resolve the dilemma: find a patron, take a second job, place the

work itself on the market. "The artist who wishes neither to lose his gift nor to starve his
belly reserves a protected gift-sphere in which the work is created, but once the work is
made he allows himself some contact with the market. And.

.

.

if

he is successful in the

rnarketplace, he converts market wealth into gift wealth: he contrihutes his earnings to
the support of his art"

b.275). [t is tricky for the artist to place the work on the market,

for "he must, on the one hand, be able to disengage from the work and think of it as a

commodity. He must be able to reckon its value interms of current fashions, knowwhat
the market

will

bear, demand fair value, and part with the work when someone pays the

price. And he must, on the other hand, be able to forget all that and turn to serve his gifts
on their own terms. If he cannot do the former, he cannot hope to sell his art, and if he
cannot do the latter, he may have no art to sel[, or only a commercial art, work that has
been created in response to the demands of the market, not in response to the demands

the gift" @.276). Unhappily Hyde reported, "No matter how the artist chooses, or is
forced, to resolve the problem of his livelihood, he is likely to be poor" (p.277).
Consider the poet Ezra Pound, quoted by Hyde, who said of living in Europe, "Poverty
here is decent and honourable. In America

sides" (p.277)

it lays one open to continuous insult on all

of
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Like Dissanayake, Hyde also issued a warning, "The more we allow such
commodity art to define and control our gifts, the less gifted we will become,

as

individuals and as a society. The true conlmerce of art is a gift exchange, and where that
commerce can proceed on its own terms we shall be heirs to the fruits of gift exchange: in
this case, to a creative spirit whose fertility is not exhausted in use, to the sense
plenitude which is the mark of all erotic [derived from eros

-

relationship, bonding,

shaping into oneJ exchange, to a storehouse of works that can serve as agents
transformation and to a sense of an inhabitable

world-an

of

of

awareness, that is, of our

solidarity with whatever we take to be the source of our gifts, be it the comrnunity or the
race, nature, or the gods. But none of these fruits

will come to us where we have

converted our arts to pure cofiunercial enterprises" (p. 159).
There were many hurdles for the individual who took up art as a vocation,

including,

flS discussed

above, whether selling art in order to make a living compromises

the work and the artist who made

it. Far greater challenges, both internal

and external,

beset the woman who dared set foot on the path of being an artist, much less make a

professional career of it, as the next section of this paper reveals.

The invisibilitv of women artists.
In the spring of 1974, art critic Lucy Lippard (1976) was interviewed by the
editors of Art-Rite magazine and made the following observation:
a woman you must be better than most women because

"if you got anyplace as

everybody knew women were

inferior. You couldn't identifu with other women; the art world bore it out. There were
virtually no women artists visible" (p. 26).
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Lippard reconstructed some of her thought processes towards her awakening to
the ideological dynamics governing her own

work. As an art critic,

she recognized that

her writing consistently used the pronoun "he" regardless of whether she was referring to
the reader, to the artist, to someone looking at art, and even in regard to the art critic,

which she calls "a real case of confused identity" (p 2). She recognized taboos that
influenced art criticism, preventing her use of descriptive words tike "sentiment,"
"emotionalism," and "permissive lyricism." She considered herself "one of the boys"
who was definitely not going to identify with "female underdogs" while at the same time

admitting she wanted to "revolt against Clement Greenberg's [influentiat art critic]
patronization of artists, against the imposition of the taste of one class on everybody,
against the notion that

if you don't like so-and-so's work for the 'right'

reasons, you can't

like it at all, as well as against the 'masterpiece' syndrome, the 'three great artists'
syndrome, and so forth" (p. 3). At the very deepest part of her self-exploration as she

withdrew from her career to write

a book, a

fictional work, Lippard reported: "[ realized

that I was ashamed of being a woman...it came as an earthshaking revelation (I was
ashamed of being ashamed.) It changed entirely what I wanted to

do. I began to write

for myself rather than for some imaginary male audience and, by extension, I began to

write for women." Returning to New York, she joined with artist Faith Ringgold to
protest the Whitney Museum's "lousy coverage of women artists in their Annual

Exhibitions" (p. 4).
Lippard and Ringgold were among the leaders in the women's art movement,
which, withinthe larger context of the women's movement, had to advance onanumber

of fronts. one of them was the denaturalization of the language.
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The common use of the personal pronoun "he" to represent both genders was

ideologically unacceptable to the women activists, who argued that it represented a belief
system that served the interests of men and made women

invisible. For some, the

enorrnous change from simply using the male pronoun to using inclusive language,

"he/she," "one," and "humankind," for example, was cumbersome. Nonetheless, people
adapted and non-sexist language now sets the standard for modern writing and speaking.

The title "Ms" raised the ire of many people; however, women argued it was unnecessary

to identi$, the relationship of a woman to a man in order to address her and, moreover, no
one's business whether a woman was married, single, or widowed. "Ms.", championed

unequivocally by Gloria Steinham's publication of the magazine by that name, became
common usage. Lippard, Steinham and other art leaders now had a language in place that

would normalize the recognition that both men and women were viewers, critics,
audiences and artists.

On the next front, in examioirrg the institutional collections of art and the
academic textbooks on art it became apparent that not only were women invisible on the

contemporary scene but also historically. When art historians delved into the past with a
research focus on women in the arts, they made significant discoveries. Women have,

throughout Western history, pursued art as a vocation and rnany rose to prominence in

their field, only to be ultimately extinguished from the historic canon.
Greer (1979) noted problems for the researcher, however: "The unreliability

of

the classic references when it comes to women's work is the consequence of the

commentators' condescending attitude. Any work by a woman, however trifling, is as
astonishing as the pearl in the head of the toad. It is not part of the natural order, and
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need not be related to the natural order. Their work was admired in the old sense, which

carries an undertone of amazement, as if they had painted with the brush held between

their toes. In a special corner reserved for freaks they were collected and disposed of,
topped and tailed with compliment. By the time the next commentators came around, no
one could remember why they had ever been included. They appear and disappear,

leaving the serious student baffled to know whether there ever were any considerable

works, let alone where they have since disappeared" (p. 4).
Greer also made important points about the preservation of works of art: "The
vast majority of women painters before Mary Cassatt were not admitted to the society

of

artists and could not share their expertise, nor did they have the advantage of the

commercially manufactured stable pigments which so simplified the painter's work in the
nineteenth century. The story of the technique of oil painting is that of a never-ending
search for truly stable media and permanent colours. The greatest artists took regular

flights into the unknown, risking months of work in their constant search for better
media. The minor artists lagged behind, unaware of the shared knowledge of the great
ateliers. One of the penalties of being a minor artist is impaired capacity for survival, and
women suffered gravely from

it.

Allowing that much of women's work perished as a

direct consequence of their inadequate technical preparation, there are sti[[ too few works
by women to be seen. The preservation of paintings is a costly business and can only be
feasible where the value of the workjustifies

it" (p. 132-3). Storage is costly; having

attendants watch over the art is costly. "When collections are menaced by war, fire or

flood, the, the most valuable works are conveyed to safer storage, the rest must be left to
fend for themselves. When massive restoration, as in Venice and Florence after the
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floods of 1966, is to be undertaken, the most important works are dealt with first.

Important works of art are those which are considered to be by important artists" (p. 133).
Despite these problems, women's art movement constituents forged ahead,

rejoicing with every woman artist they were able to pull from obscurity and making bold
atternpts to determine where each fits within the larger historical context.

This leads to a third front the women's art movement had to advance, that being
the definition of quality and the ansr,ver to the abominable question,

"Why have there

been no great womsn artists?" (htrochlin 1911, 1988 ed,). According to Nochlin, the

question "falsifies the nature of the issue at the same time that it insidiously supplies its

own answer: 'There are no great women artists because women are incapable
greatness"

of

fu. 147). The assumptions could be that women cannot do significant work,

or, mindful that men have difficulties as wel[, that the inequities faced by women stitl
should not deter them from achieving something significant. Nochlin talked about what
she considered elroneous reactions: digging up and defending women artists who were

underappreciated or claiming that women's art is different and requires special
consideration for greatness. The real problem, she said, is a "misconception-shared

with the public at large-of rn'hat art is" and the answer rests "on the very nature of our
institutional structures themselves.and the view of reality which they impose on the
human beings who are part of them" (p. 152).

According to Kruger and Mariana (1989), "The foundation of traditional
historiography, the document, has now become one discursive text arnong many, &trd
which ones the historian chooses for his or her analysis becomes a crucial issue in itself,
bringing into focus such questions as race, gender, class, and institutional affitiation. The
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new historicism.

..

is antihierarchical. Its rnost productive tools of analysis are originating

in feminist literary-critical studies:
In their re-readings of sociolinguistic examinations of ideology
construction and its operation through the political, cultural, and social
Out of cultural studies from the perspective of race and experiences

of

exclusion; and
Out of recognition of the power of the image, its centrality in ideological
formations and its usefulness in analyzing change and reformation (p. x).
Furthermore, "Hegemony is not merely political and economic; it is intellectual as

well. If history is written by the victor, then it must, almost by definition, "deform"

the

history of the others" (Kruger and Mariana, p. 118). The coalescence of ideologies
comprises a hegemonic paradigm.

As we grapple with the concept of hegemony, Margaret Wheatl"y (1999) reminds
us of pertinent conditions through the example of organizations, "Although we've all
been trained in reductionist modes of analysis, many people in organizations know

firsthand that studying problems in detailed isolation doesn't yield the promised
improvernents and changes. When I've asked,

'If we were to solve all the individual

problems, every one of them, would this fix the organization?' Most people reply'No.'

Clearly, they understand that there are other forces at work, holding the organization in
its troubled state. They may not be able to narne then, but they know that they're

there...There are many processes for developing awareness of a whole systern-a tirne
line of some slice of the system's history, a mind-mflF,

rr

collage of images, a

dramatization. Any process works that encourages nonlinear thinking antl intuition, and

Women Artists and Leadership 23
uses alternative forms of expression such as drama,

fld, stories, and pictures. The critical

task is to evoke our senses, not just our gray rnatter. We leam to dwell in multilevel
phenomena simultaneously and let our senses lead us to new ways of comprehending"

(pp. 1 42-3).
To take this argument into the arts arena, would the problems be fixed if equal
numbers of men and women were selected for exhibitions?

No. Would

the problems be

fixed if men did more of the housework so that their artist wives could get more work
done? No. Would the problems be fixed if men quit objectifying and sexualizing women
in their artwork? No. Hegemony is a massive system of ideologies that work together in
ways that a simple reductionist approach can't penetrate. Fairclaugh (1995) details the

complexity further: "Hegemonic struggle takes place on a broad front which includes the
institutions of civil society (education, trade unions, family)" (p. 76). To the average
person, what appears natural is right, that which appears unnatural is wrong. How
various artists approach the dilemrna of exposing, denaturalizing hegemony and
ideologies that bind people to hegemonic power is an illuminating inquiry that takes the
alternative, intuitive, irrational path encouraged by Wheatley: including creation

of

visual art, storytelling, and performance art.
The language of discourse, as in the identification of a problem using o'he, him,
his, mankind" to represent all people and the titles Miss and Mrs. identiffing a woman by
her relationship to a man, is a powerful tool for uncovering the ideologies operating
beneath the surface of our beliefs and behaviors.

The first encounter with hegemonic institutionalism begins with the family unit,
where, for example, ideologies govern appropriate behavior for little girls and young
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women. Girls, historically, have been rewarded by their parents for obedience, nurturing
and

purity.

These values are transmitted not only through the

family unit, but

also

through religious and academic institutions. Rather than discuss the workings of
hegemony further in the abstract, this study

will now draw on examples from history that

clarify internal and external challenges specific to the woman artist that illustrate the
problem of women achieving artistic greatness.

A brief exploration into the past reveals, first of all, that women did practice

the

vocation of artprior to the nineteenth century. There was; however, only one way for
women to gain access to training in the arts and that was to be a relative of a well-known
male painter (Greer 1979). Artists of the ltalian Renaissance were considered artisans, a

social class that had neither wealth nor property. In order to acquire training, the aspiring
person served an apprenticeship with an established artist and then joined a guild or

union. The successful apprentice might some dry, perhaps over a period of ten years or
more, achieve commissions and patronage enough to go on to establish an atelier. The
system was closed to women; in fact women in most cities were banned from painters'

guilds or acadernies, could not receive commissions and could not own a workshop

(Guerrilla Girls 1998).
One might ask, couldn't a woman with talent born into a family with no major
artist at least Iearn to draw on her own? That may have been the case, but not until the
eighteenth century when paper and drawing materials became more readily available.

A father might

engage his daughter in the studio as a painter and a daughter may

have excelled in painting with the training she received through this informal

apprenticeship. While talented sons might be sent to other schools for advanced training,
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it would compromise a daughter to send her out of the household for additional teachings
or

job opportunities. It would compromise her even to sign any of the work she created.

"Publicity was considered immodest," according to Greer (1979) not that the daughter
would protest; however, because "daughters were ruled by love and loyalty; they were
more highly praised for virtue and sweetness than for their talent, and they devalued their
talent accordingly" (p. 14).

Marietta Robusti (1560-1590) is an exarnple of a woman who worked under the
auspices of her famous father, Jacopo Tintoretto.

A female prodigy,

she was trained

alongside her brothers in the studio and learned the grand style of portraiture that was

"very popular with the dignitaries who flocked to Venice" (p. 14). Although Tintoretto's
name was on all the work that was produced in his studio, literally or by tacit

understanding that it was ftis art, Maria's reputation for painting, especia[ly portrait

painting, wffi well known throughout Venice. She was invited to work in the courts of
the King

of Spain and the King of Austria; however, her father refused to let her leave

him, and, instead, arranged for her to be married to a man, a silversmith by trade, who
would move in with the farnily and allow Maria to continue to work in her father's

studio. Maria died in childbirth at the age of 30. According to the fact-laden but
unconventional Guerrilla Girls (1988), "The number of paintings produced in Tintoretto's
studio plummeted" (p. 33). Greer (L979) afforded a rnore tempered point of view,

"Modern scholars attribute none of the work of the Tintoretta bottega to her [Marietta
Robusti], althougf she worked there more or less full time for fifteen years. In the last
years of her

life, she is said to have portrayed all her husband's colleagues for the

silversmiths' guild and it is unthinkable that all these paintings can have perished, rather
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they have been submerged in the oceanic muddle of Tintoretto attribution" (p. 1 5). To

this Whitney Chadwick (2002) added that Marietta's hand "was apparently
indistinguishable from that of her father." In fact, Portrait of an Old ManWith Boy {c.
1585), "long considered one of Tintorefto's finest portraits" actually was signed with

Robusti's monogram. Even so, the reattribution has subsequently been contested" (p.

l9).

Chadwick acknowledged the difficulty of "disentangling Robusti from her father"

but added, "Since women were not credited with artistic genius, an art history committed
to proving male genius can only subsume women's contributions under those of men" (p.

20). Upon her death Robusti and her relationship with her father

became a popular

subject for Romantic painters and writers. Said Chadwick, "The bizarre but a[[ too
corrunon transformation of the woman artist from a producer in her orvn right into a
subject for representation forms a leitmotif in the history of art. ..generalized and denied
her individuality, she...becomes...a sign for male creativity"

(p.2l).

Greer (1979) illuminated a concept about art that we might otherwise overlook:

"Why portable paintings have acquired such prestige is not immediately obvious,
especially because we have all grown up taking their prestigiousness for granted and

calling other art forms, including the massive ones of architecture and gardening, minor
arts. In financial terms, portable paintings are, like rare stamps, small repositories of
enorrnous value. This value is not primarily or even secondarily related to aesthetic

values. The same painting may be worth

a hundred times as much when attributed

to one

painter as it is when attributed to another. Authenticity is the highest index of value,

rarity the second. Surviving portable paintings by women are rarely found, but their
rarity seldom suffices to counteract the obscurity of their authors" (p. 7).
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Whitney Chadwick (2002) extended the analysis of the long-lived ideologies
underlying quality and value, saying, "Since the nineteenth century, art history has...been
closely aligned with the establishing of authorship, which forms the basis of the
economic valuing of Western art. Our language and expectations about art have tended to
rank that produced by women as below that produced by men in 'quality,' resulting in
lesser monetary value. This has profoundly influenced our knowledge and understanding

of the contributions made by women to painting and sculpture. The nurnber of women
artists, well known in their own duy, but whose work apparentty no longer exists, is a

tantalizing indication of the vagaries of artistic attribution" (p. l7).
According to Greer (1979), Artemisia Gentileschi (1593- 1652) was unlike the

dutiful daughter Mariefta Robusti, for she was not the artistic handmaid of her father
Orazio Gentileschi, in his atelier, and "she lived aggressive, independent and exposed,

forcing herself into the postures of self-promotion, facing down gossip, and working,
working with a seriousness that few other women ever permitted themselves to fee["
(Greer, p. 189). Like most Roman women of her era who were of marriageable age,

Arternisia was kept in seclusion. Nonetheless, she was raped at age 15 by Agostino
Tassi, a friend and collaborator of Orazio's. The only way to salvage Artemisia's honor

would be to marry her; however, Tassi was already married. In order to escape litigation
at the hands of Orazio, Tassi exposed Artemesia to his drinking companions "to make a

whore of her." Arternisia was subjected to torhre but claimed she had been a virgin at
the time of her rape, while Tassi's friends, even under torture themselves, insisted she
was a whore. After Tassi's release from prison, one of his close friends, sympathetic to

Artemisia, arranged for her to marry a relative. Greer noted, "She [Artemisia] could no
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longer hope to live a life of matronly seclusion: she was notorious and she had no chance
but to take advantage of the fact...she developed an ideal of heroic womanhood. She

lived it, and she portrayed it" (p. 193). Artemisia, now living in Florence, received
commissions to paint based upon her proficiency and despite her notoriety. Greer
described her work, "The effects she strove for were grand ones: the predominant theme,
a celebration of human and especially female potential, was

profoundly alien to the

prevailing artistic temper" (p. 195). Returning to Rome, she was commissioned for her
portraiture and later, in Naples, her allegorical works and church pieces. She traveled as
far as England and had extensive work that required collaborators to help her in her own

studio. Late in her life, Greer characterized Gentileschi as "exhausted...obliged to court
provincial patronilge, while struggling to paint the heroic subjects which fired her
imagination"

fu1.

206). How Artemisia died is unknown. "The tiny nucleus of

authenticated work czm represent but a small and possibly unrepresentative part of her

work," cited Greer, "almost as disheartening as the disappearance of documented works
by Artemisia is the attrihution to her of works by...inferior painters" @.207). Ultimately
Greer acceded, o'For the women of today, Artemisia represents the female equivalent
an Old

of

Master. She is the exception to all the rules: she rejected a conventional feminine

role for a revolutionary female one. The price she paid was enormous" (p. 207).
Whitney Chadwick (2002) took issue with "linguistic categories" such as calling
Artemisia Gentileschi the "female equivalent of an Old Master" fo. 10):
Whenever...the painters Sofonisba Anguissola, Artemisia Gentileschi, and Judith
Leyster have been admitted to the canon, they have been forced into linguistic
categories defined by traditional notions of male genius, and isolated as
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exceptions... 'Greatness,' 'Hero,' and 'Master,'...are terms that return us to
notions of originality, intentionality, and transcendence as defined by male

creativity. Excluded from the patterns of artistic lineage that secure'greatness'
a male prerogative, often isolated from the centers

as

of artistic theory and from

roles as teachers, few women have been able directly to bequeath their talent and
experience to subsequent generations. The category 'woman artist' remains an
unstable one, its meanings fixed only in relation to dominant male paradigms

of

art and femininity. (p. 10).
Where the double standard rules, women

will always lose. Greer (1979) told all:

"It is inevitable, perhaps, that a woman who will only be tolerated by an all-rnale group
as long as she is attractive,

will

be accused of exploiting her sexuality. What is more

disgusting than the fact of the calumny is that it could also damage awoman's career. It
is of no consequence whether a male artist leads a truly debauched sexuat

life: if a

woman artist is convicted of any sexual irregularity the stigma clings to her for ever" (p.
e0).
So

it is that Artemisia's character was not only defamed in her own time, but also

by the "mostjudicious modern cofirmentators" who, after "imputing her rape and her
abandonment by her husband to her own fault...more horribly, finding evidence of a
coarse and debased character in her work

itself' (p. 90).

Neoclassism, or the pursuit of heroic themes from mythology and history, was
less prominent in the Netherlands where a rising merchant class patronized artists who

could help them show off their material possessions. Since life drawing classes weren't
required in order to paint everyday scenes, women rose to prominence in Holland. One
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of them was Judith Leyster (1609-1660). Leyster's career in the arts overlapped that of
famous Dutch painter Frans Hals. Leyster was a member of the Haarlem guild, which
meant she could accept commissions for her paintings, and she is documented as having
three male pupils, which serves as "a good index of her standing as an artist" according to

Greer (1979). She was lauded during her lifetime, but eclipsed by Frans Ha[ upon her

death. A very famous work, The Jolly Companions, attributed to Frans Ha[ came under
dispute as having actually been painted by Leyster and rather than honoring the quality

of

Leyster's work, the claims devalued the painting. Other paintings of Leysters were
attributed to other artists. Said Greer, "The few paintings we have cannot represent the
achievement of Judith Leyster's thirty years as an artist. I. . .] to find the rest of her work,
the archives of seventeenth-century Haarlem, Vreeland, Heemstede and Amsterdam must
be sifted through and through to find the smallest clues to documentation, a very

expensive and time-consuming business; but worse, every possible attribution must be
exarnined, scientifically...Not only must Leyster originals be separated from Leyster
copies, but what is much more difficult, false Hals, Honthorsts, Molenaers, and possibly
dozens of other...the process could be catastrophic: the value of thousands of Dutch

paintings could be destroyed in the search for the truth about another artist who cannot
earn anywhere near as much either in the salerooms or uB a drawcard on a museum

wall"

( p. 140).

Art historians treated Dutch women poorly, according to the Guerrilla Girls, for
"there were more women artists in Holland than in the rest of Europe, many of them very
successful intheir lifetimes. Of course, after they died they were soon dismissed byart

history: a comprehensive 2Os-century study of Netherlandish painting by Walter Bemt
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includes only 6 women out of 800 artists" (p.40). As far as Leyster's reputation, in
1964, art historian James Laver said, 'Some womenartists tend_to emulate Frans Hals,

but the vigorous brush strokes of the rnaster were beyond their capability. One has only

to look at the work of a painter like Judith Leyster to detect the weakness of the feminine

hand." The Guerrilla Girls concluded, "He should have his eyes examined" (p. 4l)..
Angelica Kauffmann (1741-1807), born in Switzerland, was a child prodigy,
trained in art by her father. Upon her mother's death, father and daughter traveled
extensively as painters throughout Switzerland, Austria and

Italy. In 1766 aBritish

arnbassador's wife brought Kauffmann to England, leaving her aging father behind. She

painted portraits of rich society ladies, but lived what one might call a hard-scrabble life

in the dreary winters of London. Her charm and talent earned her a place in atl the right
social circles to find work. But her success as an artist also made her the brunt

of

jealousy and gossip. According to Greer, a lesser male painter "sketched her

maliciously," and biographers, noting "she sought the company of the greatest painter in
London, speculated that she wanted to entice 'this confirmed old deaf bachelor." Said
Greer,

"If Angelica Kauffmann had been a man, her friendship with Sir Joshua Reynolds

would have seemed inevitable and right" (p. 93). Although portrait painting was the
established genre for women artists and Angelica was making her

living at it, eventually

supporting her aged father and a niece in London, she dared to enter into the male

territories of allegorical and historical compositions, which "required a range

of

movement and emotion beyond anything that a portraitist could be called upon to show.

No English painter had yet attempted it" (p.

93).

That Angelica Kauffmann ventured

into history painting is more remarkable knowing that she lacked the specific training all
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men working in that heroic geffe

received-that of the life drawing class. Kauffmann

learned to draw the nude male by copying what other painters rendered and by studying

plaster casts. But Angelica's career took a blow when she married a foreigner who, it
turned out was already married. She was publicly humiliated and mercilessly harassed.
Jean-Pau[ Marat maliciously bragged about seducing

her. "Nathaniel Hone dragged her

into his libelous painting depicting Sir Joshua Reynolds as a plagiarist, showing her

as

one of the nude figures dancing around St. Paul's, a reference to the grandiose plans for

redecoration of the church, in which she but not Hone had been included" (p. 94).

Chadwick (2002) described Kauffrnann as "a professional woman in the age of the
arnateur, and the first woman painter to challenge the masculine monopoly over history

painting exercised by the Academicians" (pp. 152-3). Hedges and Wendt (1980) wrote,
"The establishment of the Royal Academy of Art in London in 1768 saw her election
one of the founding

as

members-{ne of only two women so honored. (Irlo other women

would be admitted until 1922)" ff,.221).

According to Chadwick (2002), the forhrnes of women painters such as Angelica
Kauffinann and Elisabeth-Louise Vigee-Lebrun (1755-1842) are'oinextricably bound up
in the changing ideologies of representation and sexual difference that accompany the
shift from a courtly aristocratic culfure to that of prosperous middle-class capitalist
society" (139). The aristocratic culhre, absorbed in the pursuit of what was later derided
as feminine, i.e.

"artifice, sensation and pleasure," launched many women artists into

public prominence. "They were able to negotiate between the taste of their aristocratic
clients and the influence of Enlightenment ideas about woman's'natural' place in the
bourgeois social order" (p. 139). Nonetheless, "according to the ideologies of an
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expanding middle class, women were assigned to the domestic sphere and labeled as
being inclined toward irrationality. Confronting such definitions directly risked

marginalization. Attacks such as those on Kauffmann mount in direct proportion to the
public stature of the woman artist and cannot be separated from the charge that by taking
up a public activity woman either unsexes herself or, in this case, unsexes men" (p. 160).

About Kauffrnann, Greer concluded, "It is to the endless discredit of the country
of her adoption, that the study of her contribution to the British school is neglected, white
the foolish prattle about her 'love

life' is perpetuated" (p.95).

During the rule of Louis XIV, the Academie Royale de Peinture et de Sculpture
was founded to bypass guild control over the visual arts. The Academie posite,C artists as
learned theorists rather than craf[smen or amateurs. The overall effort was to raise

painting from a craft status to one reflecting refinernent. Part of the trade-off involved
how the artist was paid. Whereas guilds expected money for the work of their artisans,
the academies fostered the notion that the activity of art was so exalted it was not really

to be considered a livelihood. Rather, art was priceless and as such, instead of payment
the artist received expensive gifts, pensions, and housing in the royal household (Greer

te7e).
Seeking to undermine the Academie Royale, the Academie de Saint-Luc was
founded in 175

l, "a belated attempt to reassert

guild control over the arts" (Chadwick p.

162). Elisabeth-Louise Vigee-Lebrun's professional life began in its exhibitions. VigeeLebrun, a royalist who rose to prominence in the court of Marie Antoinette, was among
the painters that had to, according to Chadwick, "negotiate between competing
ideologies: the royal family with its aristocratic followers and expectations that art should
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flatter, and the middle class with its growing demand for paintings of moral virtue" (p.

161). Vigee-Lebrun was "largely self-taught, her early success was a result of ambition,
determination, and hard work. She copied numerous works by old and modern masters in
private collections, artists' studios, and salon exhibitions but, like other women of the
day, she was barred

from study of the live nude model" (p. 164). Her entry into the

circles of influence in urban Paris was made possible by her marriage to a man who was a
respected artist, critic and dealer.

The changing era influenced how images of women and families were painted.

"The cult of blissful motherhood was one of the most obvious expressions in
representation of the new and evolving ideology of the family. No longer was the family

viewed as simply a lineage; instead, it began to be conceived as a social unit in which
individuals could find happiness as husbands and wives, fathers and mothers" ft1.168).
Vigee-LeBrun's painting of Marie Antoinette and her children, coffImissioned for the
famous Salon of 1785, visually bridged an enorrnous gap between royalty and the middle

class: "The grouping...emphasizes the central role of women in the generational
reproduction of class power at the same time that it points toward the new ideology of the

loving family" fu. 170). The work was hotly debated and contrasted with the decidedly
male offering of Jacques-Louis David, whose "sexual division into separate and unequal

parts...is given the absolute definition soon to be institutionalized in revolutionary

France." Vigee-Lebmn left France when women in prominent public positions
Queen herself became more and more subject to attack from

zurd the

critics. Revolutionaries

warned wornen using Olympe de Gouge as an example, who "abandoned all the care
her household because she wanted to engage in politics and commit crimes" This

of
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forgetfulness of the virtues of her sex led to the scaffold" (p. 173). Vigee-LeBrun, who
never forsakes her loyalty to the Queen, could never forgive David because, an anti-

royalist, he stayed in Paris and "during the Terror..moved against many of his artist
friends, resulting in their torfure and imprisonment" (Guerrilta Girls p. 45). Despite the
unsavory nature of his character, Chadwick reported "David's heroic brotherhood...came

to emblematize the new Republic. lmages of brotherhood displaced earlier
representations of fatherhood. Mothers, except very young ones, are also largely absent.
The image of the goddess of Liberty created in November

ll93

drew heavily on

Rousseau's ideal of the pregnant and nursing mother to personify the regeneration

of

France. That year also witnessed the repression of all women's political societies by the
Jacobins who argued that women were intellectually and morally incapacitated for

political life" (p. 174).
Greer spoke of the influence of nobility on legitimizing art as a pursuit suitable

for women. "The spread of painting as an accomplishment for noblewomen...was a
phenomenon of the academic movement in the seventeenth century. The European ruling
class was international: ideas spread through

it with remarkable rapidity" stated Greer ( p.

254). Princesses and countesses were elected to European academies, not only for their
royal favors but also to continue the refinement of art beyond the image of artisan and
illustrate the "refined intellectual temper of the Enlightenment" (p.284). Pastel painting
became a favorite hobby for ladies in the eighteenth century and they sought public

exhibition for their work. In England, landscape painting was popular and "ladies of
leisure began taking views in water-colour" (p-286). "W'omen were among the first in
England to wed the concept of beauty in landscape to the topographical concept

of
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portraying actual landscapes," said Greer. And the interest of the gentry in landscape
painting provided work for English landscape artists, who began to teach. According to
Greer, "Where the grandees went, those aspiring to rank and distinction were bound to

follow. By

1800, the numbers of drawing-masters employed by the gentry had increased

to hundreds; art teaching had become a profession in itself, much securer than risking
oneself to the vagaries of the art market" (p. 287).

In France, the days of the Academie Royale were over and provincial academies
with different functions proliferated. Whereas the Academie Royale was devoted to
serve the

King and work unbefitting to that stature was censured, the provincial

academies' role was to encourage the arts of their region. Women entered exhibitions
and even won prizes. Women even started private art schools to help those who couldn't

afford private drawing masters. There were actually fewer men, due to war, and women
needed to fend for their own livelihood in some cases. Painting had become a respectable

way for women to eam money. Although still barred in the academies from life classes,
the women benefited from the eighteenth century ideals for modesty, purity, delicacy and
grace, and they rose to the task of bringing refinement to the arts. "The idea was

beginning to take hotd that artistic ability was primarily a way of seeing and responding,
and no mere technical skill," observed Greer fu. 293). The drawback was that the
academies encouraged aspiration among young women whether or not talent existed, but

on the other hatrd, they did not encourage women artists if they sought recognition as
serious artists. However this may be, Greer relayed that as women entered more freety

into competition with men, they conkibuted to the "bourgeoisification' of art. "Because
they had never learned the arcane iconographic language of artistocratic art, women
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naturally chose simple expressive scenes and homely virtues to depict. [. . .] Virtue was
now ubiquitous and utilitarian, a matter of behaviour, and behaviour could be shown.
There was no need to show tortuous, naked forms any more. art put on its clothes and sat

down" fu. 303). The style of genre painting included such scenes as "little girls weeping
for naughtiness at school for lunching with their dog-a bland and sinless world that the
adult bourgeoisie invented for its children in the nineteenth century...hundreds of women
collaborated in building up its imagery" (p. 303). A new kind of woman artist evolved

who would travel far from home alone to find the right kind of art instruction, with the
blessing of her parents. Many women sought instruction in arts where they served as
church painters, some studied insect, fruit and flower painting, others sought instruction

in portraiture.
By the end of the nineteenth century there were over 2,000 academies of art. "To
the emergent middle classes, an interest in art was the outward sign of their capacity for

refinement. The new republicans would bring pictures into every home, by stimulating
artistic activities on an unprecedented scale. Obviously, they would not spend money on
encouraging an art which was alien to them and contrary to their interest. The
extravagances of break-away aesthetic groups frightened and disgusted them, until they

acquired authority and became the new orthodoxy, losing their energy on the way. The
values that the public patronized in the art of the nineteenth century were tangible ones:
pictures had to be comprehensible, recognizable, informative and conducive to the
practice of civic virtue" (p. 308).

Chadwick observed, "The demand that women artists restrict their activities to
what was perceived as natwally feminine intensified during the second half of the
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of

most women in terms of gender" (p. 41). Two women, Rosa Bonheur (1822-1899), and

Mary Cassatt (1844-1926), although totally different in what and how they painted,
negotiated their way through the prevailing ideologies on femininity.
Rosa Bonheur, who was born in Bordeaux, France, was "the most famous woman

artist of the nineteenth century and one of the most admired animal painters in history"

(Chadwick, p. 96). She was greatly influenced by her mother, who taught her to read,
draw, and play the piano and her father, a minor artist, who supervised her artistic

training and instilled in her his radical Saint Simonian ideals about women (Chadwick
1990). "Those ideals included the androgynous clothing styles and sex roles that shaped

Bonheur's adoption of cross dressing and the ambiguity of her public gender identity" (p.
193). Bonheur left her family to live with a friend of her mothers, Madame Micas, who,
along with her daughter Nathalie, created an environment where Bonheur thrived as the
head of the

family and the idol of the women. Bonheur exhibited her work in the Salon

in Paris and received critical acclaim and awards throughout the 1840s. "Bonheur's
Horse Fair in 1855 became one of the best known and loved of all nineteenth-century

paintings" (p.194). Eccentric by the standards of the time, "in 1857 she gained written
permission from the police to go in public dressed in men's clotlring" (Greer 1979, p. 58).

In the 1860s and 70s her fame in Britaiq including a meeting with Queen Victoria,
leveraged a good income there. But Greer cofirmented that many thought "Bonheur had
eschewed her sexuality altogether and become great as a result. To many women this

simply seemed too difficult, although for a time cows and sheep were studied in female
life classes as a solution to the problems of modesty (Many women painters and sculptors
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of animals depicted them without genitals)" (p. 320). Chadwick referredto Bonheur as
"an anomaly...a critical and financial success...radical...but artistically andpolitically
conservative, a confirmed monarchist and a realist whose reputation was soon eclipsed by
the more radical pictorial styles of French modernism." (P. 193).

Mary Cassatt was the daughter of a wealthy Pennsylvanian businessrnan. After
attending the Pennsylvania Academy she settled in Paris in 1866. Chadwick reported her

family joined her there and the household became "a mecca for younger women...her
professional commitment was an inspiration to the young students" (p.230). The city

of

Paris had undergone enormous changes and in the arts there was "the evolution of a new

social matrix as artists and writers, prostitutes and the new bourgeoisie were drawn into
the streets and parks, the cafes, and restaurants." Prieto (2001) observed,

"in away,

critics and commentators were too successful in linking art with proper womanhood; over
the course of the nineteenth century, art became so identified with femininity that the

masculinity of male artists came into question...As increasing numbers of women studied
and produced art, men rallied to protect their professional institutions from female

invasion. Women continued to encounter blatant, sex-based exclusion from important art
associations, life classes, and the more informal, bohemian aspects of 'art [ife' through

the 1860s. In many ways, the insistent virility of the male artist developed as a defensive
reaction to wornen's gains in establishing themselves as professionals" (p. 39). Cassatt
was deeply impressed by the new modern works of male painters who come to be calted

"Impressionists". Chadwick quoted Cassatt as saying, "I already knew who were my true
masters. I admired Manet, Courbet, and Degas. I hated conventional art. I began to

live" ft). 123). Within the limits of propriety, without benefit of male models or

access to

Women Artists and Leadership 40
the male public life, Cassatt turned her sights to the female life and "brought an incisive
eye to bear on the rituals and gestures through which femininity is constructed and

signified: crocheting, embroidering, knitting, attending children, visiting, taking tea" (p.

238). By Mancoff s (1998) analysis of Cassatt's artwork, "W'hether absorbed in a book,
attentive to their needlework or deep in personal contemplation, the women in Mury
Cassatt's art find contentment in their solitude. Their poses and gestures define the
boundaries of their privacy. They turn their back to the viewer or incline their heads,

looking only at their work...Rather than aplace for the confinement of women, Cassatt
defines the home as a realm of personal endeavor, constructive work, and self-

realization" (p. 25). Cassatt expertly tampered with the field of vision. Noted Chadwick
"Feminist theory has often held to the premise that the viewing field is organized for a
male subject who exercises power through looking, and in this way asserting visual

control over the objects of his desire (usually female). More recently, art historians have
begun to explore the ways that moderfl women mobilized a new range

of female

gazes..." (p. l4l-2).
Said Prieto, "Mary Cassatt had to be particularly vigilant of her reputation while
part of impressionist circles because of the movernent's radicalism; its supposed

'brutality' and 'sensuality' were

so

jarring to Victorian-sensibilities that impressionist art

was often labeled pornographic. t. . .

]

Driven to incorporate sensuality and realism into

her own work, Cassatt turned her focus to a different sort of public woman: the woman in
the theater audience. Although fernale stage performers were considered lower class and

akin to being prostitutes, the theater audience was becoming "increasingly genteel"
(Prieto p. 88). Cassatt and her family attended the theater frequently and in that public
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who-unlike

the

wornan of the theater----could evade sexual connotations" (p.88). Cassatt's paintings
between 1879 and 1882 "had much in common with the subjects of other impressionists,

like Renoir, though women in Cassatt's theater scenes are of a higher social class" (p.

88). Cassatt's young ladies

are pure,

virginal and upper class, therefore "not viewed

as

sexually corruptible like the lower-class women." A triumph is Cassatt's painting, In the
Loge (1879). "While Renoir and Degas both portrayed women in theater boxes, they
never showed their subjects using glasses. Cassatt's In the Loge does not sirnply carry
glasses, she uses them,

with confidence and concentration. The woman is

she gazes, she has the power to look and assess

gazed upon as

for herself. ,.Ingdnue or intellectual, the

woman at the theater is a public woman, a woman who may be sexualized despite her
sobriety and modesty. In this way, her image functions as a subtle analogy to the woman

artist's similarly sexualized status as a public woman...Cassatt's painting is essentially a
portrait of herself as an artist, doing the artist's most crucial task: looking critically...the
painting is remarkable for its ingenious ability to engage the theme of sexuality and to
place an autobiographical woman subject at its center in a position of power-the power

to see (and be seen) for herself' (p. 89-90).
Returning to the general tone of the arts for women in America, American women

who sought professionalization in the arts had an advocate in art historian Etizabeth Ellet,
whose book Women Artists in All Ages and Countries (1859), according to Prieto,

"insistently revealed women's presence and active participation within an arena usually
regarded as masculine. Women played a direct and vital role in history, Ellet

implicitly

argued in these works; public svsnfs-u/hether war, settlement, or painting and
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sculpting-represented an opportunity for women to make a special, markedly feminine
contribution, a contribution that merited recording" (p. 33). Eltet recognized a
hegemonic ideal of the "True Woman" and understood the threat ideas about domesticity
were to women artists. "The cult of domesticity embraced a set of naturalized ideals and

cultural dictates that came to the forefront of American culture in the 1840s, 1850s, and
1860s. It was intimately connected to the concept of separate spheres as well as the midnineteenth-century sacralization of mother and the home. It expressly confined women's
appropriate 'sphere' to the home, imbuing their place there with an almost mystical

significance. How, given this ideal, could one legitimate a woman who earned her own
income, created things that 'claimed the public eye,' and, most importantly, left home
and hearth to study an#or produce

art?" (pp. 3a-5).

Said Prieto, "Ellet repeatedly emphasized the compatibility of women's artwork
and family

life in her exemplary biographies" (p.35), She asserted that the farnily

suffered no neglect, in fact, could become involved in the artwork by becoming models.
She called art a "normal interest for girls" that should be encouraged. She called art a

"ladylike pursuit, evidence of

a

woman's cultivation and gracefulness" (p. 36). In

addition, according to Prieto, "A True Woman" might or might not be artistic, but she
was certainly white and middle class. Art, as a profession, had risen in terms of social
status;

if

she worked in the more prestigious gen-res of art, any woman could consider

herself middle class" (p. 52). The biggest problem was to defend the need for a woman
artist to travel from home to study. [t was absolutely necessary for an artist to seek

training and experience in Europe.
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the more remarkable that a woman rose to prominence who was not white,

and who did manage to continue her arts training abroad. "Sculptor Edmonia Lewis

(1845-1911)," Prieto informed us, "perhaps the only example of a nonwhite professional
woman artist in the United States in the mid-nineteenth century, capitalized on reform
impulses and cultural tropes of the noble savage. She kept many details of her early life
obscure, but spoke openly about her parentage, an African American father and
Chippewa mother. Lewis leveraged her origin to induce her patrons to pay charges for

"freight and marble" and accepted payment for her work despite her patrons making her
their "recipient of charity." Prior to her life as a professional artist, at Oberlin College in
1862 Lewis experienced sexualized racist violence. She was accused of poisoning fwo

female students (with an aphrodisiac just prior to their sleigh riding romp with gentlemen

friends) and the cornmunity responded to the accusations. Lewis was severely beaten and

"left for dead in the woods." In court,

she was cleared

of wrongdoing, but her attackers

never faced justice. The following year she was accused of stealing art supplies. She

finally quit Oberlin and moved to Boston where, appealing to the sentiments of
abolitionists to finance her "future work", Lewis achieved passage to Rome, where said
Prieto, "she lived and worked, relatively free from racism, for the rest of her life" (p.

106). Her work fulfilled the requirements of o'True Woman," for, as Prieto said, "Lewis's
use

of mainstream (white) imagery enabled her to represent racial 'others' in ways that

her audience could recognize as pure, ffid thus appropriate for a woman artist's work" (p.

106-7). "Eventually," said Prieto, "Professional art critics frequently commented on the
personal ethnic origins of Lewis's artistic themes (emancipation, Native American life

Women Artists and Leadership 44
[and Black themes]), but ignored their challenges to gender roles. In assessments of both
her tife and her work, Lewis's sex was almost entirely obscured by her race" (p. 54)

Withwomen artists leaping out of the pages of history with their stories, there are
but two more to be admitted to this study at this point before summarizing the themes

of

this section on the "invisible woman aftist" and the ambitions of the section to follow.

The first is Kaethe Kollwitz (1867- 1945), born in East Prussia. Kollwitz had
artistic aspirations from the time she was young and she was encouraged by her parents,
both of whom were "talented in drawing" (Hedges and Wendt 1980
parents

p.2a$.

From her

Kollwitz also became keenly drawn into the tradition of political

humanitarianism. She received private instruction at women's art schools in Berlin and
Munich as "women were not admiued to the male academies" (p. 246). She married a
physician ernployed in a socialized medicine clinic, had two sons, and worked "in the
same tenement

building in Berlin's working-class district, successfully combining the

duties of wife and mother with the steady production of artistic works" (p. 246). The

working class was the subject of Kollwitz's art. As a printmaker, she completed two
rnajor bodies of work, one based upon the handloom workers uprising and another

depicting the revolt of German peasants against "serfiCom and feudalism." According to
Hedges and Wendt,

Kollwitz called her works, "an art of those at the bottom" @.247).

Ultimately Kollwitz's art embraced patients at the clinic, motherhood, hunger,
unemployment and war. It was her personal tragedy to lose one of her sons to World

War I. She was forced from the Prussian Academy of Arts, "to which she had been the

first woman elected," and her works were censured or even burned by the Nazis in 1933.
Seeking to protect her family, she continued to work in

Berlin. Her

husband Karl died
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during World War II, as did a nephew in battle. Until her own death in 1945, Kollwitz
"continued to produce her art and to hold fast to her faith in socialism and pacificism

as

the bases for the future unity of all humankind" (p. zaS). An excerpt from her diary
reads, "Genius can probably run on ahead and seek out new

ways. But the good artists

who follow after genius-and I count myself among these-have to restore the lost
connection once more" (p. 253). Among the work she left behind, "perhaps the longest
and certainly the most searching physical and psychological exploration of a woman's

Iife in Western graphic art, her series of setf-portraits, which would number eighty-four at
her death" (p. 247).
The second artist is American photographer Dorothea Lange (1895-1965). Lange
was born in Hoboken, New Jersey, to second generation German-Americans. At age
seven, she contracted

polio.

She survived, but thereafter walked with a pronounced limp.

In the diverse and busy neighborhoods of New York City, Lange "developed an inner
strength that gave confidence to pursue her own desires and to advocate for her own

needs." According to Susan Oliver (2003), "The combination of these two factors
visual understanding of society and a self-image that produced a strong will

-

a

- gave Lange

the qualities she needed to pursue the professional goal she identifled at age 18. .[ want

to be a photographer,' she declared." Lange, who had studied photography at Columbia
University, proceeded to seek out work as an apprentice in portrait sfudios and with
photographers who could teach her the techniques of composition and developing. The
Great Depression and its attendant social upheaval "led Lange to take her camera into the
streets where she documented the sufferings of the dispossessed, in breadlines and labor

strikes, in the wrenching drama of endless waiting. In 1935...she was employed by the

Women Artists and Leadership 46
government to record the Dust Bowl exodus when drought and hard times forced
thousands

of farm families to move west in search of work...Of her work during this era

Lange said: 'The good photograph is not the object, the consequences of the photograph
are the

objects. So that no one would say, 'how did you do it, where did you find it,' but

they would say that such things could be.' Although she did not consider herself to be an

artist, she said of her work: 'To live a visual life is an enoffnous undertaking, practically
unattainable...But I have only touched it, just touched it" (Americans Who Tell the Truth

website). Lange's photographs appeared in three group exhibitions at the Museum of
Modern Art (MOMA) in New York City and in 1965, she was selected for a solo

exhibition at MOMA. Up to that point MOMA had exhibited only five men and no
women in their "one-man shows." "Slated as the museum's sixth 'one-man' exhibit,
Lange had the opportunities to break through barriers of gender exclusion and to shape
her legacy as a photographer of the people" (Oliver 2003).

The brief survey of womeru artists made thus far serves the purpose, first, of
calling attention to the ideologies underlying the hegemonic paradigm of power that has
excluded women artists from a rightful place in the historic context of the human
development of art, i.e. the institution of the family, with its hierarchy of power that
impacts the female artist from birth; the institutions of commerce-the guild and the
patronage system that barred entrance to women or banned them from accepting
commissions for their work, art markets that authenticated and assigned value inequitably
between men and women and arguably misconstrued works in the name of profit; the
academic institutions that barred or gave limited access to education and training

of

women artists and denied or limited public exhibition of their works, and the museums
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that failed to research, preserve, display, and protect art by women. Second, the historical
survey outlined some of the social dynamics that governed the behaviors and careers of
generations of women artists, for example, the rise and fall of monarchies, the emergence

of the middle class and the dominant idealization of domesticity, purity and the True
Woman.
The survey continues, now turning to focus on women in transition through the
eras of modernism and post modernism. The following research examines issues specific

to women artists of color and the impact of the civil rights and women's movements on
women artists.

Out from the shadows.
Another curious phenomenon posed challenges for women artists on the cusp of
the nineteenth and twentieth centuries. Chadwick (2002) noted the "appearance of a first
generation of women artists with more or less equal access to artistic training" that

coincided with the stirrings of the development of "the modern in art." It was not to the
advantage of women artists, for, according to Chadwick, "the related notion of an'avant-

garde' as the dominant ideology of artistic production and scholarship served to
marginalize the wornan artist as surely as did the guilds in the fifteenth century, and the
academies in the seventeenth and eighteenth." There was no "female Bohemia" cited

Chadwick, and furthermore, the "Modernist myth" which glorified innovations of style
and monumental works realized major painting and sculptures that "wrest their formal
and stylistic innovations from an erotically based assault on female

form: Manet's

Picasso's prostitutes, Gauguin's 'primitives,' Matisse's nudes, surrealism's objects.

and
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Modern artists from Renoir ("I paint with my prick") to Picasso ("Painting, that is actual
lovemaking") have collaborated in fusing the sexual and the artistic by equating artistic
creation with male sexual energy, presenting women as powerless and sexua[y

subjugated." There was no room for modesty and restraint in the new canon of art.

"Identifying woman with nature, and imagining femininity in its instinctive, enigmatic,
sexual, and destructive aspects places women artists from Georgia O'Keeffe and Emily
Carr to Frida Kahlo...in an impossible double-bind in which femininity and art become
self-canceling phrases" (p. 279).

Nochlin (1988) raised the question "whether it is possible at this point in history
for women simply to 'appreciate' the female nude in some simple and unproblematic

way...whether any positive visual representation of women is possibte at alt" (pt.27).
She continued,

"The acceptance of woman as object of the desiring male

gaze

in the

visual arts is so universal that for a woman to question, or to draw attention to this fact, is

to invite derision, to reveal herself as one who does not understand the sophisticated
strategies of high culture and takes

art'too literally,' and is therefore unable to respond to

aesthetic discourses. This is of course maintained
academic

world-which

within a world-acultural and

is dominated by male power and, often unconscious, patriarchal

attitudes" (pp. 29-30).

Nochlin summed up the hegemonic forces that govern attitudes and behavior with
the consent and complicity of those who are governed: "The need to comply, to be

inwardly at one with the patriarchal order and its discourses is compelling, inscribing
itself in the deepest level of the unconscious, marking the very definitions of the self-aswoman in our society-and almost all others that we know

of, I say this despite-
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obvious manifestations of change in the realm of women's

power, position, and political consciousness brought about by the women's movement
and more specifically by feminist criticism and art production over the last fifteen years.

It is only by breaking the circuits, splitting apart those processes of harmonizing
coherence that, to borrow the words of Lisa Tickner, 'help secure the subject to and in

ideology,' by fishing in those invisible streams of power and working to demystify the
discourses of visual

imagery-in other words, through a politics of representation and its

institutional structures-that change can take place" (pp. 32-33).
Three examples of women artists illustrate the conflicts of this period of time and
the resolutions these pioneers made in their art and their careers.

Emity Carr (1871-1945), a Canadian artist, is "identified with the Pacific coast

of

Canada, with the dense rain forests and monumental native carvings of the land she so

fiercely loved," observed Laurence (1996). Carr took private drawing lessons as she was
growing up and went on to study at the California School of Design in San Francisco,
where she was supervised by a family friend. Although Carr was unconventional in her

fierce independence and commitment to her vocation, she was "conventionally prudish"
and refused to attend life-drawing classes "out of her owrl aversion to nudity" (p. 8).

Returning to VictoriE Canada, she supported herself by giving private art lessons to

children. From her savings, she took a trip to the west coast of Vancouver Island, where
she encountered the indigenous people of Ucluelet and began sketching the natives, their

villages, and canoes. In 1899 she embarked for England, attending the conservative
Westminster School of Art in [,ondon. The city was disagreeable to her and she went to

Cornwall, a f,rshing village with an artists' colony that included lmpressionist painters-
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She began,

in earnest, her study of trees and the forest as her subjects; however she left

England after five years, deeply unhappy. "She was...unwell and believed herself a

failure who had achieved nothing in her nearly five years abroad." She resumed her
teaching in Victoria, and later in Vancouver, and took another trip that put her in touch

with native peoples, this time in Sitka, on Baranof Island. Their monumental sculptures
inspired her. "The Indianpeople and their Art touched me deeply...By the time I reached
home my mind was made up. I was going to picture totem poles in their own village
settings, as complete a collection of them as I could" fu. l

l).

She made eight trips into

the coastland and interior of British Columbia over the next twenty-three years.
Determined to continue her formal studies, however, Carr and her sister Alice set out for
France

in 1910. Despite recurring health problems, Carr took

classes from Harry Gibb, a

landscape artist in a canal town near Paris. "Although she was acutely aware that Gibb

believed women artists were inferior...she made an important creative connection with

him" (p. l3). Her last weeks in France were spent studying watercolortechniques with
Frances Hodgkins. Carr experienced a creative breakthrough, "not simply one of style

but of concept: she had learned an entirely new way of thinking about art. She
understood now that she needn't be constrained by the literal representation of a scene,
that the painting could be an autonomous entity keyed to the flatness of the picture plane
and the joyful materiality of the medium. In France,

Emily Carr became

a modernist" (p.

14). Her expeditions into the native cultures of Canada continued upon her return. Carr
advocated for the native people, promoting their accomplishments as "a valuable part

of

Canadian cultural heritage." While her ensuing exhibitions depicting native life and art
were well received, sales were poor. "Battling against not only areactionary response to
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her avant-garde art" but also the "negative stereotypes about natives that existed in the

minds of her white audience" Carr again became deeply discouraged. With a concurrent

downturn in the economy, she managed an apartment building and became a "domestic
and

janitorial drudge," setting aside her native subjects in art for f,rfteen years and, instead

painting only small landscapes in a "Fauvist" manner she'd [earned in France (p. l6).
Revived by friends who recorunended Carr to Eric Brown, director of the National

Gallery in Ottawa, sixty of her paintings were included in a show, Canadian West Coast

Art, Native and Modern. Brown gave Carr a book, A Canadian Art Movement,
"describing and championing the Group of Seven-artists of whom she then had no

knowledge. She received critical acclaim; however, "she also understood her success had
more to do with the native subject matter than her accomplishment.as a modernist

painter. More exciting for her, and far more pivotal to her development as an artist, were
her meetings in Toronto with members of the Group of Seven" (pp. 17-18). The Group

of Seven, formed in 1920, were male artists who championed nationalistic Canadian art,
representing *'the most radical approach to painting in English Canada of that [ime,"

Integral to their nationalist mission was a desire to "develop a style and subject matter
free of Old World conventions and conservatism"
leader, took Carr under his wing and worked

(p.18). Lawren Harris, the unofficial

with her to overcome the fifteen years of

theory and technique she had lost while toiling in her rental apartments. While she
rejected Harris' belief in Theosophy, which grounded his work, she "absorbed Harris's
beliefs about the visionary role of the artist and the higher moral purpose of art" (p. 19).
She continued studying

with other artists, including American Mark Tobey, who gave her

Cubist tools that enriched her paintings of Canadian natives, all the more curious as it
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was the tribal art of

Africa and the South Pacific that influenced the development of

Cubism in France. Carr extended herself beyond the provincial Victoria, visiting New

York, Toronto and Chicago. While in New York, she briefly met Georgia O'Keeffe,
"whose erotic landscapes and sexualized natural forms," postulated Laurence, "resembled
those that Carr was unconsciously and quite separately developing"

(p.21) In 1933 Carr

invested in a caravan which, accommodating herself, her pets and her drawing materials,

provided housing in her chosen sketching spots-her painting subjects now ranged from
"deep woods to logged-off clearings, from gravel pits to log-strewn seashores, from
energetic new growth to arching expanses of sea and sky," (p. 23). According to
Laurence, "Although Emily Carr was never politically active, never a declared feminist,
she did struggle against the prevailing
sense that men

view that women couldn't be artists in the full

could. Despite the encouragement of the Group of Seven, Carr

understood soon after meeting them that, being a woman and a Westemer, she would
always be an outsider in their

view." In her journal, Carr wrote, "I am . . . glad that I am

showing these men that women can hold up their end. The men resent a woman getting
any honour in what they consider is essentially their

field. Men painters mostly

despise

women painters. So I have decided to stop squirming, to throw any honour in with
Canada and women" (p.

26). By avoiding painting the nude, Carr avoided the arguments

about male gazeand objectification of women as models. Her work, as described by
Laurence as replete with erotic and sexualized forms, could be viewed differently.

According to Chadwick, "Like O'Keeffe, Carr built an intensely personal style from a
range of influences and, like the American painter, she distilled essential forms from a

monumental and imposing nature and presented them without sentiment, moralizing, or
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anecdote. The breadth of these painters' visions calls for a redrawing of the boundaries
between woman, nature, and art" (p. 308).
Georgia O'Keeffe (1887-1986) was born the second of seven children in a
farmhouse in Wisconsin. A legend in her own time, O'Keeffe, according to Castro

(1985) "pursued her vision when she was unknown, when she was the only Americaneducated woman in the select group of European-educated male artists exhibited by

Alfred Stieglitz in the twenties, and when
Southwest" (p.

she found her home in the American

l). Cowart (1987) wrote, "O'Keeffe,

together with her art, helped

establish a relationship between the American modern movement and the pioneering
European vanguard of the early twentieth century" (p. 1).O'Keeffe and two younger
sisters took art lessons from local teachers, copying pictures and working in watercolors.

At thirteen, Georgia declared, "I'm going to be an artist" (Castro, p. 6). She loved nature
and often played alone in the meadows and

plains. Her arts education continued in

a

Dominican convent school, on a lake surrounded by woods. One of O'Keeffe's teachers
gave her an exercise to look closely at jack-in-the-pulpit

flowers. "Flowers were already

one of O'Keeffe's favorite subjects, and the lesson sparked a lasting interest in flower

detail" (p-7). [n 1905, she entered the Art Institute of Chicago; "The school's emphasis
on life drawing did not interest her...and the drab, poorly lit classrooms, the artificial
drawing conditions, and the egotism of male students dampened her spirits" (p. B). In
1907 , she

eruolled in the Art Students League in New York. At the League, "she was a

favorite of many of the young men. She went out frequently to dance...But she realized
there were to be consequences to her dancing, that the young men also wanted her to pose

for their paintings, and she would not have enough time to paint. She soon realized she
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wanted to be the creator" (Hoffman 1997, p. 25). During this time, she viewed the

"controversial Rodin drawings at Alfred Stieglitz's gallery...visceral yet abstract and

spare-totally shocking to viewers used to representation, romanticism, or realism".
Stieglitz, "already a celebrated photographer, was acquiring a blazing reputation as an
advocate for the recognition of photography as a fine art in America." The young

O'Keeffe recalled..." The teachers at the League thought that Stieglitz mightjust be
fooling the public with the name Rodin, or that Rodin might be fooling both Stieglitz and
the public" (Castro,

p. l0). According to Castro, "the Rodin drawings were to influence

O'Keeffe's nude series of 1917...Unlike Rodin, O'Keeffe would be her own model" (p.
18). When times were financially difficult, O'Keefe began teaching art to elementary
school students in Amarillo, Texas. Rather than using the state-approved textbooks,

O'Keeffe "encouraged the children to paint what they loved best." 0'Keeffe explored
the flat plains and rocky canyons of Amarillo, staying at the Magnolia Hotel, thriving on
the small-town gossip, and "keeping her distance" from other teachers" (p. l4).

O'Keeffe's friend and classmate Anita Politzer provided a link to Alfred Stieglitz, who
cofilmented upon seeing O'Keeffe's drawiflBS, "finally a woman on paper...you say a

womilt did these-sfus's

an unusual woman-She's broad minded, she's bigger than most

women, but she's got the sensitive emotion-I'd know she was a woman Oh, look at that

line" (p. 31). O'Keeffe, who "believed in the possibility, indeed the necessity, of
transcending sex in her work" (Prieto p. 199) considered it a flaw when accused

of

exemplifying the style of a woman. Stieglitz and O'Keeffe corresponded extensively,
him suggesting books and sending photography magazines for her to read and she
sending drawings for him to review. At Stieglitz's invitation, O'Keeffe rnoved to New
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York in 1918. Despite the fact that he was married, the relationship with O'Keeffe grew,

At one point, he invited her to his apartment to photograph her. His wife came on the
scene and threw them both out, issuing the ultimatum to Stieglitz to never see O'Keeffe

again. He left his wife, and began sharing a studio with O'Keeffe, photographing her
with her paintings, posing her, requiring her to be a patient model. According to Prieto,

""In

some, she embodies an independent woman, an artist, while in others she ptays the

femme fatale" (p. 189). "Sixty years [ater," said Castro, "in her [O'Keeffe's] introduction

to Steiglitz's book Georgia O'Keeffi, she finally admitted that sexual chemistry was
involved in the making of these prints" (p.47). He continued photographing her for the
next 20 years. With Stieglitz, O'Keeffe, now working in oils, was no longer on the
sidelines but rather thrust into public

life. When Stieglitz's wife finally granted him a

divorce in 1924, they married. He was sixty, and she, thirty-seven years old. (pp. 55-56).
Stieglitz had the experience necessary to market O'Keeffe's art. He "had strong personal
principles about selling art only to those whose appreciation was genuine, but he also
raised the prices of O'Keeffe's paintings 100 percent between 1918 and 1937...by I gZ4,

the prices for oil paintings were nearing one thousand dollars, with three thousand five
hundred dollars not unreasonable by 1927" (p. 58). "Reviews of her art were-and

remain-the center of

a controversy about the role and language of art

critics...O'Keeffe's friends Paul Rosenfeld and Lewis Mumford as well as critics Samuel
Kootz and Edrnund Wilson all rnade apoint of mentioning that O'Keeffe's art was
feminine ffid, therefore, not in the same category as the work of male artists. t. . .] "The
art world in general and Stieglitz's circle in particular were male-dominated. Most
professional artists were men; virtually all museum directors, curators, critics, and gallery
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owners were men" (p. 70). Prieto cited O'Keeffe's letter to Michael Gold, editor of New
Masses,

in I930: "I would hear men saying, 'She is pretty good for

a woman; she paints

like a man.' That upset me...I am trying with all my skill to do painting that is all of

a

woman, as well as all of me" (p. 194). Cowart asserted, "She had superior internal
resolve to withstand Clement Greenberg's [influential art critic] words, '...the greatest
part of her work adds up to little more than tinted photography- The lapidarian patience
she has expended

in trimming, breathing upon, and polishing these bits of opaque

cellophane betrays a concern that has less to do with art than with private worship and the

embellishment of private fetishes with secret and arbitrary meanings' (review, The

National 162,15 June 1946,6)" (p. 3). In Prieto's analysis, "Unlike the more realist,
even narrative, traditions that shaped nineteenth-century American art, modernist

principles pushed artists away from the local and specific, toward the universal and
abstract. [.. .] Yet for all the exciting potential for modernism to break down rigid
categories of femininity and masculinity, gender difference persisted in shaping cultural

practice; indeed, gender played a key role in the debate over the status and legitimacy of
modern art" (11. 195). Moreover, "the modern image of the ideal artist drew strength from
new concepts of masculinity in the early twentieth century. The attributes of virility,

criticism, self-expression and individualism a[[ invoked seemingly masculine
qualities...An accusation of effeminacy functioned as the most effective weapon that
traditionalists and modernists could wield against each other" (p. 197). Castro noted

O'Keeffe had no female role models as she was developing. "Other American wornen
artists of O'Keeffe's generation were still unknown. Portraitist Alice Neel was an art
student in Philadelphia; sculptor Louise Nevelson was studying voice, piano, painting,
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and Eastern metaphysics in New York.

t I

These women artists gained wide

recognition decades later, after working independently for half a century. O'Keeffe's
recognition as an artist came sooner, when she was in her early thirties" (p. 70). With

Stieglitz's health in decline, Castro observed, "O'Keeffe realized that someday soon the
responsibility for her art, Stieglitz's photographs, and the numerous works that had
entered Stieglitz's galleries, now overcrowding the storage

vaults-all of the art and all

of the responsibility-would be hers. Stieglitz died in 1946. O'Keeffe continued her
painting and sculpture for nearly forty more years. In 1982, a retrospective of her work
was held at the Whitney Museum of American Art in New York. Lloyd Goodrich,

director emeritus, agreed that O'Keeffe had already become a classic American painter
and wrote: "She was established that way over thirty years ago. I think the young
recognize her. There's a great respect for her. After all, she was a pioneer very early in
the game" (as quoted by Castro, p. 155).

"Abstraction may have appealed to rnodernist women precisely as an escape from
issues

of sex and gender," asserted Prieto. Recalled Lee Krasner about her work in the

1930s,

"I, for one, didn't feel my art had to reflect my political point of view. No, I was

just going about my business and my business seemed to be in the direction of
abstraction" (Prieto, p. 194). Lee Krasner (1908-1984) was born Leonore Krassner to an

immigrant Russian-Jewish couple, but used the names Lea and Lena as a student at
Cooper Union's Women's Art School and changed her last name to Krasner. "She later
settled on the androgynous 'Lee' while typically signing her paintings with the even more
ambiguous initials

'L.K.'-when

she signed them at

all" reported Prieto (p. IBB).

She

also studied at the Art Students League and the National Academy of Design in New
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York.

She worked as a model and a waitress in New

York upon graduation from the

Academy, and, despite the impact of the Great Depression, kept her hopes alive

of

becorning a full-time professional artist (Harrison, 2000). She was hired in 1934 by the

Public Works of Art Project, the first of the New Deal art patronage programs. "Like
[Jackson] Pollock and many of their contemporaries, she would depend on government

work, principally for the WPA's Federal Art Project (FAP), until the agencies were
disbanded in 1943." It was during this periodof time, said Chadwick, that "American
artists under govefirment patronage became an integral part of the workforce and evolved
a socially conscious visual language. Working outside the dealer/critic/museum system,

male and female artists identified themselves withthe labor force" (p. 316). Within the

WPA in 1935, survey results showed that among the artists on relief, approximately
forty-one percent were women, among them Louis Nevelson, Lee Krasner, Isabel Bishop
and Alice

Neel. Continuing her education, in 1937 Krasner studied Cubism with the

German dmigrd Hans Hofmann, "who transmitted principles of modernism from Munich
and Paris to New

York" (Harrison, p. 1). Chadwick noted the difficulties for women of

studying with Hofmam, for "the highest praise he offered his female students, including
Krasner, wffi contained in the remark: 'this painting is so good you'd never know it was
done by u woman" (p. 323). Krasner joined the American Abstract Artists, which gave

her a network and a venue for exhibiting her work- Through the French and Americsn

Painting exhibition in late 1941, she first heard of Jackson Pollock. Impulsively, she
arrived unartnounced at his studio to meet this unknown painter and see his work. Four
years later they married. Although Krasner "acknowledged Pollock's superior gifts, she

did not become his follower," said Chadwick (2002). "Her gradualemergence as an
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abstract painter occurred in the context of an intensely personal struggle to define herself
as an

artist, and to establish her artistic difference form Pollock" (p. 320). Abstract

Expressionism developed a critical language around qualities of scale, action and energy

-

defined as masculine characteristics. Pollock's artistic progress, particularly his drip

paintings in the late 1940s personified these characteristics. "The gendered language that
opposed an art of heroic individual struggle to the weakened (i.e. "feminized") culture

of

postwar Europe positioned women outside an emerging model of subjectivity understood

in terms of male agency articulated through the figure of the male individual." Krasner's
legitimate fear was that her art would "betray her fernaleness in a movement that prized
rnale heroics... Moreover, the shift from government-sponsored, non-discriminatory art

project to the emerging world of the private dealer/gallery/critic also meant seeing Mrs.

Pollock/wife overshadow Lee Krasner/painter in New York's art world" (pp. 320-22).
While it is commonly believed that working women were pushed or enticed from their
jobs back into the home after World War I[, Chadwick noted that the backlash began
rnuch earlier. "Statistics compiled during the 1930s, point to the contradictions between

New Deal [non-discriminatory] policies and extensive public hostility towards working
women" (p.

3I

8). At the same time that women artists were creating mural projects

which "explored the social realities of unemployment and life under the Depression," a
movie industry in Hollywood was producing "weepies." "Addressed to a female
audience, their female protagonists confronted issues or problems specified as 'female'

-

domestic [ife, the family, maternity, self-sacrifice, and romance" (p. 31S-19). Such was
the backdrop for Krasner at the sarne time a "body of formalist criticism" had

accompanied the American avant-garde, much of which was exemplified in the writings
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of Clement Greenberg, who befriended and advocated for Krasner's husband, Jackson

Pollock. Greenberg recognized Pollock's shortcomings, commenting that even before
Krasner and Pollock's marriage, "her eye and judgment had become important to his art
and continued to rernain so" (Greenberg, 1993,p.

45). In Greenberg's opinion, Pollock

"saw rnore in art and knew more of it than did almost anybody, with the exception of his

wife, the painter Leonore Krasner, who talked to him about it" (p. 249).In 1949, Krasner
and Pollock's work was featured in a group exhibition, Man snd

Wfe

"The very title of

the exhibition organized women's productions into a subsidiary, socialty defined

category. The experience, and the negative reviews of her work, proved wrenehing and
Krasner did not exhibit again until 195 1, later destroying most of the paintings from this

period" (p. 328). By 1955, the relationship crumbled as Pollock was drinking heavily,
had taken a mistress and was no longer

painting. He died in

was left with the emotional aftermath, but also a new way of

a car accident and Krasner

life. As one critic wrote,

"After his death, that farne started to translate into greater financial freedom and

a ticket

to good galleries. His death also released her from the tittle room in the house, where she
painted small works while he was alive. Out in his shed of a studio, her work could
explode... She brought to Abstract Expressionism a rigor and a woman's vulnerability to
the demands of men, and in turn it gave her gesture, depth and

form...I want to hold onto

Krasner's ambivalence-about her past and about her independence. It defines her
creativity so well" (Haber,2000, p" 1-6). To another critic, in response to the Lee
Krasner retrospective at the Brooklyn Museum in 2000, "Krasner seemed to me to be an

intelligent, ambitious, but limited artist, someone whose work as a whole never quite

fulfilled the promise of her best individual pictures...Krasner's early formation reveals
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her as a more or less generic member of her generation-although as a native New

Yorker and a Hofmann student, she was perhaps more sophisticated than most and,
according to the evidence of her early work, clearly gifted. Later, she certainly
developed a reputation for being tough-minded and fierce,..By all reports, she was a real
presence in the New York art world of the 1940s and 1950s, intelligent, hard-headed, and

forceful, and to substitute contemporary postures for Krasner's deep connections with the
intellectua[, political, and aesthetic issues of her own exciting era is to rob her of her
place in it...she was a more than respectable artist whose work demands to be taken

seriously" (Wilkin 2000).

Women Artists of Color.
The Federal arts projects extended WPA patronage to artists of color. During the
1930s sculptor Augusta Savage, a visual artist of The Harlem Renaissance and "one
the most influential artists working in New

of

York's Harlem," lobbied the WPA to include

African-American artists in its prograrns (Chadwick 1990, p. 3 16). Pablita Velarde, a
Pueblo painter in New Mexico, was conlmissioned by the WPA to create paintings

of

Pueblo customs and ceremonies. Mind Okubo, of Japanese descent, painted murals
through the federal WPA in San Francisco. Despite their talents, achievements and at
least one brief eraof public support, women of color faced formidable political and social

barriers to careers in the arts.
Augusta Fells Savage (1882-1962), born in Florida, started modeling inclay as a
young child despite her father's disapproval. He was a preacher who "took literally the

biblical admonition against making graven images" (Schomburg Center for Research,
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I991). Augusta met and married

James Savage; they had one daughter. Unwavering in

her love for sculpting she won a prize for one of her clay figures at a county fair and she
determined to become a professional sculptor. She moved to Jacksonville; however, she

found no opportunities for training or employment, so, like many blacks at the time,
Savage migrated

north. In New York,

she took

in washing to "make ends meet" and

enrolled in a free art program at Cooper Union. She was selected for a summer program
in France, but was "denied by the French government because of her race" (Schomburg
Center for Research). According to Prieto (2001), "her travel scholarship was revoked
when two other women who held scholarships complained that they would not travel or

room with a'colored gir[" (p.183). A fighter, Savage publicized the incident and "caused
quite an uproar" but the decision was not reversed. Although seen as a troublemaker, the

publicity did bring her an offer to study with a leading sculptor, Herman Atkins MacNeil.
Savage worked primarily as a portrait sculptor, portraying such leading black figures as

W.E.B. DuBois, Marcus Garvey, Frederick Douglass and James Weldon Johnson, who in
turn, supported her as an artist. But it was a sculpture of her nephew, title d, Gamirz, that
earned her a Julius Rosenwald Fellowship to study in Paris, where, this time, she was

accepted. Savage returned from Europe in 1932 and established the Savage Studio

of

futs and Crafu. In 1934, she became the first African American member elected to the
National Association of Women Painters and Sculptors (Prieto, p. 183-84). In 1937 she
was appointed director of the Harlem Community

WPA.

She used her position to

Art Center, which was funded by the

"highlight racial bias in the hiring practices of the WPA"

and helped organize the Harlem Arts

Guild. In

1939 Savage was comnissioned to

produce a sculpture for the New York World's Fair. Her work, The Harp, was exhibited
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adjacent to the Contemporary Arts Building. It was unfortunately destroyed when the fair
was

over. "Most of Ms. Savage's works are not available

as they were never cast in

durable materials and were either lost or destroyed" (Townsend, 1996). "One of the
greatest highlights of Augusta Savage's life was her involvement with the '306" Group
so named because of the location

-

of Charles Alston's studio (306 West 141't Street)."

The 306 members included Romare Bearden, Jacob Lawrence and Morgan and Marvin

Smith (I.{orth By South 1998). Prieto (2001) described the Harlem Renaissance as "a
fertile movement for women painters and sculptors as well as writers, blues singers, and
other women in the arts. Like Langston Hughes, they believed in the cultural necessity to
paint and model the beauty of dark faces and create with new techniques the expressions

of their own soul-world." Prieto sunrmarized the era as one in which African American
women artists "embraced an identity organized around race rather than gender," also

pointing out that "this remained the pattem even when patrons selected men for special
privilege thus encouraging the relegation of women to secondary, service roles within
racial lines" (pp. 184-5). Savage left Harlem after the World's Fair but continued to
teach children and adults in New

York. It was important to her to leave a living

legacy.

Of her work with children, Savage said, "If I can inspire one of these youngsters to
develop the talent I know they possess, then my monument

will

be in their

work"

(Schomburg Center for Research 199 1).

Pablita Velarde Tse Tsan---Golden Dawn (1918-2006) was well known to lndian
art collectors for several decades. Velarde was born in Santa Clara Pueblo in 1918 and

lived much of her 88 years in Albuquerque, New Mexico. "The Santa Clara Pueblo artist
achieved international acclaim as an acutely observant traditionalist painter who managed
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to tell her cultural history in a variety of media even as she bent tradition to achieve her
personal artistic goals.

[...]

Replete with exacting detail of native daily [ife, dress and

ceremonies, Velarde's work is also considered of immense ethnographic importance"
(Santiago, 2006). Velarde was commissioned by "New Mexico's version of an

important Depression Era program known as the Works Progress Administration (19331943)... which paid artists to help them survive the Depression while documenting
culture in its myriad forms. [...] During her tenure with the program, Velarde created
more than 85 pieces, including murals for the Bandelier National Monument in New

Mexico. She received critical acclaim.at the World's Fair in Chicago in 1933. But
"sometimes she received unwanted affention for daring to paint in an era when most

Indian wornen artists were still potters" (Santiago). In the larger public eye, according to
Chadwick (2002), Velarde became "the most prominent Indian woman easel painter in

North America during the 1950s" but her work was eclipsed by the Abstract
Expressionism that defined post-war American painting in the eyes of critics and
museums (p.3 l7).

Mind Okubo (1912-2001) was schooled at the University of California, Berkeley,
and won a fellowship

in 193I to study art in France and ltaly. Author Mary Curtin

reported, "She came back on the last passenger ship before war was declared in Europe.

Broke on her return, she found work doing public art projects through the federat WPA in
the San Francisco area. She was working on a mural on an arrny base when Japan
bombed Pearl Harbor- Like other Japanese Americans who were suddenly considered
enemies because of their ancestry, Okubo and a brother were taken to an internrnent

center where they slept in a stable. The internees were given numbers, rather than nafites
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for identity" (O'Brien,2005). Six months later they were transferred to a camp in Utah.
Chadwick stated, "While living in relocation centers at Tanforan and Topaz, [Okubo]
executed many paintings and drawings in charcoal, pen and ink, gouache and watercolor
that forcefully express the effects of dislocation on the lives of America's Japanese

communities and their families" (p. 318). Okubo wrote and illustrated a book, Citizen
13660, first published in 1946, and in its sixth printing in 2001. She was released from
the camp when her artwork came to the attention of Fortune Magazine; they offered her a

job in New York. "Okubo shipped a crate of her belongings straight to the magazine's
offices, and someone found her a Greenwich Village apartment where she would live for
the next 50 years, becoming part of the New York art scene and creating paintings and
other artworks that would be exhibited from Boston to Tokyo" (O'Brien 2005). Writes
Nash (2001), "For Asian Americans who believe that the Asian American movement
began in the 1960s, Mind and her contemporaries are proof of a long, rich tapestry

of

activism that goes back many generations." Okuba's travels to Europe, and to Mexico,
where she worked with muralist Diego Rivera, transformed her into an "internationalist

who included images of kids of all backgrounds in her art, long before the multicultural
children's books of the 1960s. She was a feminist, putting women front and center in
many of her pictures. And she was an activist, bringing her art and energy to peace and
social justice" O{ash

2001). Of Mind Okuba, it was said, "she took all of the hardships

life brought her and responded every single time artistically" (O'Brien, 2005).
"For seven decades, Lois Mailou Jones (1905 - 1998) was apainter, a scholar, ffid
a teacher," stated Gillespie

(1999). "She committed to an artistic career shortty after

women had finally secured the right to vote; when almost hatf the black women in the
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workforce were domestics and the other half were performing the dirtiest or most

diff,rcultjobs; and when a black woman artist was considered a curiosity." Explained Dr.
Tritobia Hayes Benjamin, associate dean at Howard's College of Arts and Sciences
"Jones was 'determined not to be a homemaker and a mother...she wanted to be able to
accomplish and achieve recognition in her
she made to

lifetime-to

be known for the contributions

American art history. Art was her life" (Gillespie p. 9). Jones's father, an

office building superintendent, and her mother, a successful local cosmetologist, were
able to rise to Boston's black upper-class society. Jones spent her summers with her

mother and brother at Martha's Vineyard Island, where she began painting with

watersolors. She graduated frorn the School of the Museum of Fine Art, Boston, in 1927
and begail a career as "an anonymous textile designer for the F.A. Foster Company and

Schumacher's of New York" however her early success in design "triggered a desire to
be recognized as a painter"

(Mint Museum of Art, 1999). She financed her fine arts

ambition by teaching, which left her time to paint and to pursue venues to exhibit. "To
avoid the humiliation of having her work rejected outright because of her race, Jones
began entering competitions incognito by shipping her paintings or by having white

friends drop off her work. Having experienced several awards being retracted when

arriving to claim them, Lois Mailou Jones kept secret her background while accumulating
competitive awards from the National Gallery of Design, the Philadelphia Academy and
the Corcoran Gallery. Her opportunity to establish credentials in Europe came when
Jones received a one-year fellowship frorn Howard University to study at the Academie

Julian in Paris" (Mint Museum,

p.2).

Jones reported, "The French were so inspiring.

The people would stand and watch me and say 'mademoiselle, you are so very talented.
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You are so wonderful.' In other words, the color of my skin didn't matter in Paris and
that was one of the main reasons why I think I was encouraged and began to really think I
was talented" (Battaglia). She was fascinated with the African art she saw in the galleries

of Paris. Although she painted traditional landscapes and portraits and experimented
with impressionism, she "surprised her academy instructors with an abstract portrayal of
African masks, Les Fetiches,

a

brilliant presage of African-based imagery she would

explore later in her career. Her success in Paris competitions steeled her resolve to
triumph in her native America" (Mint Museum p. 2). In 1945 Jones graduated magna
cum laude from Howard University. She served as Professor of Art at Howard
University until her retirement in L977 . Jones' marriage to Haitian artist Louis
Vergniaud Pierr-Noel in 1953 and subsequent visits to Haiti launched a change in her

work; "her impressionist techniques gave way to a spirited, richly patterned, and

brilliantly colored style." Further travels to eleven African countries enabled

Jones to

synthesize abody of designs and motifs that she combined in large, complex

compositions. In 1980, she was honored by President Jimmy Carter at the White House
for outstanding achievements in the arts. (Battaglia). Jones was acknowledged in 1996 at
age 90 for being the last surviving artist from the Harlem Renaissance (Gillespie, p. 8).

But Jones "disliked being categorized as a black artist...she realized that when they were
saying one of the great black artists, they were putting black art on a lower level than
European art" In her words,
attach the word

"[ trust the time will corne...when we will no longer

'black' to 'artist.' Let it

need to

be that we are artists whose works are accepted

universally on the strength of pure merif' (Gillespie, p. 19).
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According to Chadwick (2002), "'Women artists active in pubtic art programs
during the 1930s found themselves on a less secure footing in the next decade

as

government patronage gave way to private art galleries, and as social ideologies
promoted sexual difference as cause for removing women from productive [abor."
Elizabeth Catlett (1915-) is a woman artist who worked without support of the

WPA. Her life and beliefs illuminate social transitions and alternative points of view
regarding gender, race, and class. Catlett was among the Howard University students
influenced and encouraged by Lois Mailou Jones. "Catlett's work has roots in the social
consciousness of the Harlem Renaissance and Depression eras
[having also studied with

Grant Wood at the University of lowa], and the art of the Mexican muralists" (Prieto, p.
318). Catlett understood cultural hunger:

"In

1941 I was teaching art at Dillard University

in New Orleans. Late that fal[, when a retrospective exhibition of Picasso's
paintings.-.came to New Orleans's Delgado Art Museum, I decided to take the 130
young Black men and women in my art history class to see

it.

But the museum was

closed to us because it was in City Park, where Blacks were not permitted. Tfuough a

friend I arranged a visit...when the museum was closed, and we were bussed in. The
students were excited and fascinated by the paintings...no one had ever been in an art

museum before" (p. I 1). Catlett asked the question, "Why it is that Black people in
general don't visit museulns...even when they are perrnitted entry. It seems to me that
the main method of denial was then and continues to be the fostering of an etitist art

which further widens class distinctions...If there is nothing...relating to us, why spend
our little leisure time visiting?" (Gedeon, 1998,

p-12). "While other artists agonized

ovet risks of being stereotyped, or pigeon-holed by their race (especially into the later
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1940s and 1950s) the relationship between Catlett's

life and work demonstrates directly

how the Black experience predicates a specific perspective, a choice of subject matter"
stated essayist/curator

L.

S" Sims (Gedeon,

1998). Catlett's images of African American

women workers "chronicle the physical and psychological toll of their lives, but also

forthrightly celebrate the contribution of these individuals to the state of this country,
noting the inherent heroism symbolized in each floor washed, each bed made, each

indignity endured and overcome" (p.14-15). Upon receiving a fellowship in 1945,
Catlett went to Mexico and participated in a collective print workshop that advocated for
social

justice. At the Taller de Grafica Popular in Mexico City, Catlett worked with other

artists, sharing ideas and constructive criticism in a manner vastly different than "the
more competitive ambiance of the Artist's Union in New York." (p. 17). Solidarity
fostered by the collective was "desirable in view of the fact that the workshop worked for

organizations, schools, movements, etc., producing posters that could communicate

directly with the people, even those who were illiterate" (p. 17). Catlett also experimented

with a variety of materials including marble, onJrx, bronze, wood and terra cotta to create
sculptures of the female figure, mothers and children, couples, and portrait heads. Her

work expanded and changed. Her figures opened up, capturing "what Clarissa Pinkola
Estes describes as 'power in their haunches,' that is, an expression of the 'power of a

wornan's body when it is animated from the inside.'

[...]

These changes ffiny, in fact,

reflect the artist's own state of being after twelve years living away from the United
States, and

in a country where she was for the most part accepted and respected as a

woman, an African American, and an artist" (p. 19). Prieto observed, "During the
1960's, when she was harassed by the House Un-American Activities Committee for her
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left-wing political beliefs, Catlett decided to become a Mexican citizen." Although visas
were difficult for her to get, she did come to the U,S. in

l96l to address the National

Conference of Artists meeting in Washington. "Catlett is unequivocal in her conviction
that African-American artists are 'part of a worldwide struggle to change a situation that
is unforgivable and untenable', stating, "There is hunger, too much hunger, for these
necessities [food, clothing, education] and we must search to find our place, as Negro

artists, in the advance toward a richer fulfillment of life on a global basis. Neither the

Negro artist nor American art can afford to take an isolated position" (Gedeon, p. 20).
"She advocated "a public art, that is easily transported, easily exhibited, and easily
reproduced," noting that

"All

great art movements were group efforts, including Greek

art, African art, Medieval art and modern art" (p. 20). By the 1950s, American artists
were gradually getting over the effects of the McCarthy era. African American artists in

the 1960s began responding to the social changes that were gathering momentum, white
their white countetparts were "agitating for change as America's involvernent in Vietnam
escalated. The Women's Movement was also challenging the prevailing values of the

American establishment" (p. 20). Catlett distanced herself from the rising feminist
movement,

"I

am a feminist, but I get the same feeling about the feminist movement that

I get when I hearthe very

sad problems that middle-class-women

need to express themselves. When I put

in the U.S. have in their

it beside what is going on in the Black ghetto

and the Chicano gheffo and in countries in Latin America and Africa----especially South

Africa-and the Far East, middle-class feminism doesn't get to be that important to me."
On gender, Catlett asserted,

"I don't have anything against men but, since I am a woman,

I know more about women and I know how they feel...Artists do work with women, with

-l
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the beauty of their bodies and the refinement of middle-class women, but I think there is
a need to express something about the working-class Black woman and that's what

(p.22)

I do"

Catlett had a distinctive career, embracing the implications of not only her race,

but also gender issues, class issues, and the larger arena of political, economic and social

issues. She sought positive representations of African-American and Latin-American
women as "subject as opposed to object", [as] "prirnary", [and] as "active rather than
passive." @.22). While Catlett incorporated her external concerns into her artwork, she
never compromised her aesthetic standards, revealing simply, but profoundly, her artistic
goal:

"I like to finish sculpture

to the maximum beauty attainable from the material from

which it is created" (p. 23).

A Risin g Consciousness -the Civil Rishts Movement and the Wornen's Movement.
African Americans who served in World War I[ returned from that war as "heroes
abroad but second-class citizens at home," (Fuller and Salvioni 2002). "Racism,

segregation, unemployment had left their marks. Ten years later, in 1955, after the end of
the Korean War, the Montgomery bus boycott in Alabama initiated the Civil Rights

movement. A decade later "the cofitmunity of Watts exploded in frustration at the slow
pace of promised social change." In an overview publishedin'Art/Women/Califurnia in

2002, Chadwick stated that "the art that resulted from these upheavals in L,os Angeles
stands in direct relationship to the literary and artistic goals laid out during the Harlem
Renaissance of the 1920s: to define an aesthetic based in African American
consciousness and

civil rights laws
I

i

identity. In

the 1960s expressions

of this desire would be shaped by

passed during the Kennedy and Johnson administrations, by u rise

in
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African American consciousness fueled by the Black Power movement (and
colresponding rises in social consciousness among Mexican Americans and Native
Americans), and by the Vietnam War. The visual culture that emerged from these
tangled threads was an art of figuration, social corrunentary, and historical
consciousness" (Fuller

& Salviont,2002, pp. 27-8).

According to Chadwick, "By 1966, the first rumblings of dissent were beginning
to be heard in America and elsewhere. Within a few years, the cultural conflicts that

divided a generation of Americans-racism, sexism, and militarism-invaded the art

world, until then secure in the belief that aesthetic issues were unrelated to or transcended
social concerns. It is black artists and women (black and white)-Romare Bearden,
Raymond Saunders, Betye Saar, Faith Ringgold, Elizabeth Catlett, May Stevens-who

first gave visual form to the growing gulf between the white American dream and the
black American reality. It is Romare Bearden's collages, the sculpture and prints

of

Elizabeth Catlett, ffid the paintings of Raymond Saunders and Faith Ringgold that
focused affention on the distance between the black community and the American
mainstream (p.341). Catlett's sculptures and linocuts fromthe 1960s "became icons in
the struggle for social justice." May Stevens (b. 1924), a white painter from New York,

"investigated the connections between patriarchy, racism, and imperialism." She was
active in the Civil Rights Movement as well as producing images exploring "the

relationship between patriarchal power in the family and in social institutions like the
American judicial system." Betye Saar of California (b. 1926) incorporated "stereotypic
images of blacks in collages and constructions." Her images were

"political and angry"

[imagine Aunt Jemirna with a revolver in one hand and a rifle in the other]. In 1966,

I

I

I

Women Artists and Leadership 73
Faith Ringgold (b. 1930), an African-American raised in Harlem, participated in "the first

exhibition of black artists held in Harlem since the 1930s and the following year,
exhibited Die, a twelve-foot wide mural of a street riot"

Al[ was not well within the ranks of

(fia\.

the privileged, either.

In

1969, white,

middle-class Marge Piercy wrote, "The Movement is supposed to be for human

liberation: how come the condition of women inside it is no better than outside? We
have been trying to educate and agitate around women's liberation for several years.

How come things are getting worse?" (Morgan 1970, p.
Sisterhood is Powerful: An Antholory of Writings

a2\.

Robin Morgan, editor of

-fro* the Women's Liberation

Movemenf, stated "Every time drastic change has shaken the established social order,
some drive for women's rights has surfaced---only to be put down, or told to 'wait until

afiter,' after the revolution or whatever else concerned the men. The women's suffrage
movement in the United States grew out of the drive to abolish slavery. The current

women's movement was begun largely, although not completely, by women who had
been active

in the civil-rights movement, in the anti-war movement, in student

movements, and in the Left generally. There's something contagious about demanding
freedom, especially where women, who comprise the oldest oppressed group on the face

of the planet, are concerned. Thinking we were involved in the struggle to build a new
society, it was a slowly dawning and depressing realization that we were doing the same

work and playing the same roles tn the Movement as out of it: typing the speeches that
men delivered, making coffee but not policy, being accessories to the men whose politics

would supposedly replace the old Order. But whose New Order?" (Morgan, p. )o().
'*During the early I970s women, for the most part white and middle class, were
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organizing consciousness-raising groups to share experiences under the slogan 'The
personal is political.' Often these groups included artists," said Whitney Chadwick

(Fuller & Salvioni,2002, p. 25). Lippard (1995) observed, "It is no coincidence that the
women artists' rnovement emerged in a time of political travail and political
consciousness, nor that the art-world tendency toward behaviorism and content and

autobiography coincided with the women's movement and its emphasis on self-searching
and on the social structures that have oppressed women" (p.

8l).

Stratesies for Chanse.
Among the strategies that women artists developed in order to promote change
were

l)

meeting in consciousness raising groups;2) taking collective action--organizing

demonstrations, forming cooperative art ventures; 3) supporting one another in

challenging the established art canon by exploring materials considered outside the realm
of "high dfi," valorizing women's art and legitimizing the use of central core imagery to
symbolize pride in their identity as women; 5) reclaiming art history through feminist
investigation; 6) disseminating information through feminist publications; 7) teaching/
mentoring other women artists.
The strategy of the consciousness-raising group helped women artists share their
conlmon experiences and identiff the dominant, gender-based ideologies so detrimental
to their vocational aspirations. Lippard (1995) summarized the forms discrimination
against women took in the art world:
1) disregarding women or stripping them of self-confidence from art school on;
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2) refusing to consider a married woman or mother a serious artist no matter how
hard she works or what she produces;

3) labeling women unfeminine and abnormally assertive if they persist in
maintaining the value of their art or protest their treatment;
4) treating women artists as sex objects and using this as an excuse not to visit

their studios or not to show their work ("...she's such a good-looking chick, if I went to
her studio I wouldn't know

if I liked the work or her,"

one male dealer told me earnestly;

"so I never went");
5) using fear of social or professional rejection to turn successful women against
unsuccessful women, and vice versa;

6) ripping off women if they participate in the unfortunately influential social life

of the art world. (If she comes to the bar with a man, she's a sexual appendage and is
ignored as such;

if

she comes

with a woman, she's gay; if she comes alone, she's on the

make);
7) identifying women artists with their men (That's so and so's wife; I think she
paints too")
8) exploiting a woman's inherent sensitivity and upbringing as a nonviolent
creature by resorting to personal insults, shouting down, arrogance, and art-world clout to

avoid confrontation or to subdue and discourage women who may be more intetligent and
articulate or better artists than their male companyi and
9) galleries turning an artist away without seeing her slides ("Sorry, we already
have a woman" or "'W'omen are too

difficult"-direct quotes from dealers, although

since
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the women's movement, people are more careful to whom they say these things) (pp.a3-

4s).
Women were openly discussing the barriers to their success as artists as not

simply individual failings but rather as commonly shared phenomenon specific to their
gender, race and class. The times were ripe for change.

"A

series of events in late 1969

and early 1970 led to the first protests against racism and sexism in the American art

world," Chadwick (2002) reported. "Out of these interventions, and the growing
Women's Liberation Movement, came the feminist art activities of the 1970s." The focal
point in December 1969 was the opening of New York's Whitney Museum Annual, of
which only

I out of 143 artists were women. "Demonstrations

against the museum led to

the formation of Women Artists in Revolution (WAR) within the Art Workers' Coalition'

Ringgold organized Women Students and Artists for Black Art Liberation (WSABAL);
and the New York

Art Strike Against War, Racism, Fascism, Sexism and Repression,

organized by the Art Workers Coalition, closed New York museums for one day in May
1970.

[...] In the face of protests by blacks,

students, and women, the fiction of an art

world isolated from broader social and political issues by "objectivity," "quality," and
"aesthetics" began to be exposed" (p. 344).

Of the Whitney demonstration, Lippard (1995) recalled,-"I remember Michele
Wallace in 1969-70, when she was a quiet, pretty teenager, a mernber of the Art Workers'
Coalition and WSABAL...The group was led by her mother, the fearless feminist artist
Faith Ringgold, and affiliated with Ad Hoc Women Artists. We were protesting the
Whitney Museum of American Art for its pathetic showing of women artists and artists

of color. All of us were feeling pretty bold and feisty, but few if any of us understood
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how much braver the black women on that picket line had to be. Ringgold, Wallace, her
sister Barbara, and a few others were not only bucking the white high-culture system, but
as avowed black feminists collaborating

with white women they were also going up

against the psychological grain of black power and most of the black community" (p.

289). Lippard continued, "From where Wallace sat in the sixties and seventies, there was
a power

struggle between the feminist movement and the male-dominated Black Power

movement and she was caught in the middle. It was not a struggle that affected most
us in the women's movement," recalled Lippard.

of

"In fact, we white socialist feminists

tended to see ourselves as black men's allies, unconsciously leaving black feminists in

the lurch. Wallace was also warned that white feminists were using black women, and it
was only later that she was forced to concede the truth of those claims. There are

problems that have still not been worked out between black and white feminists, and

if

ever there were a time to tackle them, it is now, when the abused but crucial concept

of

multiculturalism is getting a hearing" (p. 292).
bell hooks, a leading cultural critic, spoke to the issue of not only tace and gender,
but also class.

"I think

that as a girl who grew up in a patriarchal, working-class, Black,

southern household there was a convergence of those issues of class and gender. I was
acutely aware of my class, and t was acutely aware of the limitations imposed on me by

gender. I wouldn't be the comrnitted worker for freedom that I am today had I not begun
to oppose that gendered notion of learning that suggests that politics is the realm of males
and that political thinking about anti-racist struggle and colonialism is for men."

"A.ry vision of Black self-determination that is rooted in

[...]

a class analysis and a critique

of

sexism unites us with the struggles of not only Black people, globally, for liberation, but
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all oppressed people" (Zmagazine, 1995). According to hooks (1995), "While women
artists are often encouraged to talk in interviews about the impact of racism and sexism
on their lives and work, it is common knowledge that an artist risks having her work
taken less seriously in the art world if the subject matter is overtly political. Yet again
and again artists from marginalized groups, who continually struggle to create a cultural

context where their work can be recognized, find they must place artistic practice in a

political context not only to identiff the issues but to overcome limitations, to create the
space where boundaries can be transcended, where the work and the artist can grow"

(hooks 1995, p. 165).
The climate was ripe for women artists to grow. According to Chadwick (2002),

"The emergence of a consciously feminist art practice in the United States is closely
linked to developments on the West Coast and to the artists Judy Chicago and Miriam
Schapiro" (p. 356). Chadwick reported, "Chicago (b. 1939) taught the first feminist art
course at Fresno State College in 1970. The following year, she and Schapiro (b. I 923)

joined to offer a feminist art program at the California Institute of the Arts in Valencia.
In studios restricted to women, sfudents were encouraged to share their experiences and
to work in ways that made specific references to women's experiences of themselves and
their bodies" (p. 357). The outcome of the prograrn, titled Womanhouse, was-a sitespecific installation described by art historian Arlene Raven as "an early work of feminist
argument in visual forrn that was displayed in Los Angeles for one month in 1972, but

which helped create a ripple effect of feminist sensibility through the next two decades
(Broude & Garrard, 1994, p. 64).
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Womanhouse was a collaborative art project organized by Chicago and Schapiro
and created with

2l

students from Fresno State

University, It was "arguably the first

public exhibition of feminist art." The concept was to transform the traditional, domestic
focus of women into an artwork of grand proportion by creating an environment in a t7 -

room mansion. It was "a collective experience of Everywoman as created through the
storytelling procedures of consciousness-raising." Each room was an exaggerated,
emotional commentary on women's condition (Edwards, 1996). Edwards provides a
description of rooms notable to this study for the images underlying women's art as
influenced by the emergent feminist philosophy:
The kitchen

- the heart of the house and nurturing center

everSrthing was painted

in "wan pink enamel color". The walls were covered with molded forms, which "started
out as pink fried eggs on the ceiling, gradually transforming into pendulous breasts as
they moved down the walls, eventually returning to egg forrns at the destination of the

frying pan."
Three bathroom environments

- the Menstruation Bathroom

contrasting "the

bloody detritus of female estrus in contrast with the clinical nature of sanitary products."
The Lipstick Bathroom focusing on "cosmetic transformation" with walls, curlers,

fixtures, combs, brushes and 100 lipsticks painted bright red" TheNightmare Bathroom
where an ominous bird and a snake threaten a woman lying naked in the bath. Her
cosmetic bottles were filled with sand, the bath was made of sand, and she was made

of

sand that gradually deteriorated over the course of a month.

The Doll House, the home of a woman artist, complete with miniature easel and
male nude model, where each meticulously furnished room has an element of menace: a
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grizzly bear stares in the nursery window at a tiny monster in the crib, men lurk about the
kitchen window, a snake coils on the parlor floor.
Bedroom environment

- a performance piece featuring

a woman seated at a

mirror ritualistically applying and removing make-up against a bright pink backdrop.
The central figur e in Womanhouse, which embodied Everywoman and through

which identification occurred, was [a] bride ready to descend a staircase that ended in a

wall. According to Edwards, "that story [of Everywoman] was one of sexual
objectification and domestic entrapment...even unmarried women could presumably

identify with the hopes and expectations of a bride, nurtured through acculturation and
the shared stories

of friends and relatives about wedding day bliss. The recognition of the

shared condition of womanhood necessarily preceded the transformation of that

experience into empowerment (pp. 2-3).

Inl974, Lippard (1994) reported, "Recently I was asked by students in New York
whether women's work shouldn't be screened for 'quality' more carefully than men's.

Wasn't it bad for women artists and for their 'image' to show 'bad art' in public? But
men have always shown bad art. Until recently, most of the bad art shown has been
made by

men. We should have less privilege?" (p. 87).

Chadwick (Fuller and Salvioni 2002) observed, "While the women's movement
legitimized many women artists' interest in forming their practices around the materiel

of

their personal lives, and focused attention on this aspect of women's production, it was
not the only force shaping the new consciousness- Increasingly women would fuse issues

of self-identity with new attitudes toward materials and process" (p. 26).
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One such artist was the aforementioned Betye Saar

(b

1

B1

926) a woman of mixed

African, white and Native American ancestry. Saar, who was born and lived in Southern
Califomia, remembered playing in her grandmother's back yard in the Los Angeles
neighborhood of Watts, where she collected bits of glass, stones and, on going to the
beach, shells. She watched Italian sculptor Simon Rodia make towering sculptures in his

back yard out of out of salvage materials. According to Chadwick, "[Saar] credits Rodia

with what she calls 'mother wit,' a special kind of intuition that she identifies with her
own clairvoyant powers as a child, as well as with the traditions of Afrisan American
spiritual vision and belief...Saar's first assemblages appeared in the 1960s and centered
on the evocative power of found objects and their potential to contain and convey

spiritual energy" (pp. 26-7). "In the late 1960s Saar also began incorporating stereotypic
images of blacks in collages and constructions with strong political content. [n the 1970s

"Saar found her own work moving in a more intimate, autobiographical direction. This

direction also coincided with a more general shift toward the personal and
autobiographical in the work of many women artists influenced by the growing women's
movement in California...Many of her collages and boxes used old wallpaper, postcards
and greeting cards, fragments of quilts, old lace and other fabrics, photographs of her

grandmother's house and of other family members, flowers, little bits of glass, and

beads." Lucy Lippard noted that Saar works "in the long and satisfuirrg tradition of
women making something out of nothing, reclaiming and reintegrating lost parts-the

tradition of quitt making...the collage aesthetic by which women so often transfer to their
art the sense of patched time in which they live their lives" (Fulter and Salvioni p. 29).
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Another Californian, Yolanda M. Lopez (b. 1942), created autobiographical work
reflecting Catholicism, family and the complexities of the Chicana corrununity in relation
to the dual Mexican and Anglo culture. In a triptych based on the style of a church
altarpiece, Lopez transforms her mother, grandmother and herself into images of the

Virgin of Guadalupe, patroness of Mexico and the Blessed Virgin, mother of the
Americas. Her valorization of womanhood is clear. In Chadwick's description, (Fuller
and Salvioni)

"An image of the artist herself appears in the triptych's center panel.

Depicted as an athlete, a jogger in running shoes wrapped in the Virgin of Guadalupe's

familiar cloak...she carries in one hand a serpent, a sign of the goddess's power.
Refusing popular culture's construction of the Chicana as passive and domestic, Lopez's

well-muscled legs, determined gaze, and brown skin produce an image of powerful

femininity that links the archetypal with the individual" (pp. 3l-32). "Like many
Chicano artists," Chadwick continued, "it was through her activism that Lopez first found
her voice as an artist. She dates her own feminist and cultural activism to the early
1970s" (p. 33).
Central core imagery is one of the hallmarks of Judy Chicago's art. In an

interview with Lucy Lippard (Sackler 20AZ) Chicago is quoted, "Like what does it mean
to be organized around a center core? How dses that change your experience? For
exarnple, women are more comfortable going to doctors for physicals than men are,
because women are used to being entered, and they're used to the fact that their bodies
are not a total boundary. That dramatically changes your relationship to the world, your

relationship to other people" (p. 12). Historian Elizabeth Sackler addressed Chicago's

work, The Dinner Party as follows:
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In L974 Judy began The Dinner Party. The use of ceramics, china painting,
embroidery, and weaving were a means and an end. Because these media were

disdainfully described as inferior women's crafts by the male-dominated art
world, one of Judy's goals was to tumble this artificial hierarchy by integrating
her artistic esthetic and skill with those crafts, rendering them unequivocal equals

of any work of "fine art." Judy began The Dinner Party alone, but eventualty
realized she needed a team. More than four hundred women collaborated with
Judy until its completion in 1979. Since then The Dinner Party has been seen by
more than one million people. Judy Chicago's The Dinner Party is recognized as
an iconic work of

fine art-..I have repeatedly heard it described as sacred, even

transcendent. There is no other work of art that has been as significantly powerful

to as many women as The Dinner Party.
According to Chicago, the idea for The Dinner Party began with research into women's
history that she began in the late 1960s. She had been devastated by a UCLA professor's
assertion that women made no contribution to the intellectual history of Europe, and

determined to discover truth for herself. Her research convinced her "that the idea that
wornen had no history-and the companion belief that there had never been any great
woman artists-was simply prejudice elevated to intellectual dogma" (Chicago 1996, pp.

3-4). There arc 39 place settings, each representing

a significant woman from myth,

legend and history, on a massive banquet table shaped as an equilateral triangle. "The

imagery on the plates," according to Chicago, "incorporates both vulval and butterfly

motifs, the latter chosen in part because the butterfly is an ancient symbol

of

liberation...Art generally develops in relation to the art that precedes it, and many people
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never think about the fact that art objects are ultimately the most significant transmitters

of a culture's values. Dating back to the earliest cave paintings, it is visual art that
informs us about what human beings did, thought, and revered. Those experiences that
are not imaged exist only in the sphere of the personal in my opinion, thereby preventing

them from being either socially validated or seen in their larger, universal dimensions. I

firmly believe that the absence of visual images from a female perspective attests to a
more significant absence, one that impacts heavily upon women's sense of self. Whereas

for men there is presence in the public arena, for women there is primarily absence: an
absence of political leaders on the highest level of world governments; an absence

of

public monuments honoring women heroes and leaders; and, mirroring this, an absence in
our museurns of images that extend our personal experiences into the cultural dialogue
and, most important, convey our sense of ourselves as subjects rather than as objects. I

felt this absence keenly when I tried to create an active vaginal or vulval form to
represent my sense of my owrl identify and sexuality-

[...] The incorporation of vulval

iconography...in the context of this work of art...irnplies that the various women
represented-though separated by culture, time, geography, experience, and individual
choices...are unified primarily by their gender, which in my opinion, is the main reason
that so many were and are unknown" (pp. 5-6)

. The Dinner Party opened at the San

Francisco Museum of Modern Art in March of 1979. Despite the enormous popularity

of

the exhibit, bookings at other venues were inexplicably cancelled and no other

opporfunities to show The Dinner Partymaterial ized. "At the end of its first exhibition,
The

Dinner Party went into storz3e," recalled Chicago, o'and I wentinto shock'l (p. 13)

"I had deliberately

set out to test the art

system-to

see

if it would respond to art with
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female subject matter-but I had firmly (though naively) believed that there would be a

positive outcome. I was devastated by the art-instirutional rejection. [...] It would be
years before we would even be able to discuss this demoralizing period" (p.
1980

to 1982, through grass-roots demand and the efforts of volunteers,

213).

From

The Dinner

Party traveled to Houston, Boston, New York, Cleveland, Chicago and Atlanta. In
Houston, it was exhibited in a '*black-box theater space at the University of Houston in
Clear Lake City." In Boston, the installation was held in a concerted cyclorama. In

Cleveland, it was shown at the Temple on the Heights. In Chicago, it was held at the
Franklin Building. [n Atlanta, at the old Fox Theatre. Of concern was the fragile nature
of the work, "It seems important to explain," reca[ed Chicago "that there are
considerable risks involved in entrusting a fragile work of art to volunteers unversed in
museum practices and to spaces unprotected by temperature and humidity controls. The
fact that The Dinner Party managed to escape major damage is atestament to the
dedication of ...our installation team zurd scores of volunteers" (p. 214). Only in New

York was the exhibit hosted by a museum - the Brooklyn Museum, which "only seemed
to provoke even greater art-world antagonism." With the exception of Lucy Lippard and
John Perrault, "the New York art establishment rained down a barrage of hostile

criticisms and virulent misrepresentations of the piece...one influential reviewer deemed

it grotesque 'kitsch,' but, in Chicago's estimatiorr,"a-more destructive remark, which

set

the tone for a considerable amount of subsequent writing, was that The Dinner Party

could be best described as liule more than vaginas on plates" (p. 215). Chicago reported,

"Although I was crushed by the hostite reception of the New York art establishment, the
criticisms didn't seem to even faze the audience. The more the (mostly male) critics
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foamed at the mouth about the work, the more the (mostly female) popular audience
seemed to organize in order to ensure its exhibition"

(p.215). Afterward, no other U.S.

museum was willing to exhibit The Dinner Party. In 1 982, The Dinner Party was shown
at a museum in Montreal, Canada, where instead of prompted by a grass-roots action, "a

female director and her woman curator cooperated to do what no other art institution but
the San Francisco Museum had done, which was simply to exhibit the piece without

community pressure, external funding, or a populist movement." In Ontario, women had
to raise the flunds for the exhibition and at the Glenbow Museum in Calgary, women
raised money to post the bond. In each of the latter two museums, the museum profited

from the revenues earned from attendance. In 1984 the installation traveled to Scotland
and was exhibited in an alternative space as part of the Edinburgh Festival Fringe.

It

traveled to a renovated warehouse in London in 1985, where Germaine Greer presented
the opening address. From here it traveled to Germany where it was shown at the Schirn

Kunstalle in Frankfuit and on to Melbourne, Australia. (p. 217). In 1990, Patricia Mathis,
a Washington businesswoman, former assistant at the Treasury Department under

President Carter, and a trustee of the University of the District of Columbia (UDC)
proposed that The Dinner Party be housed in the old Carnegie Library, located on the

UDC campus, along with a collection of works by prominent African-American artists
and by UDC professors. The library would be transformed into a "new and ground-

breaking, multicultural art center and archive to house the work and papers of a coalition

of artists of color, feminists, ffid others wtrose life and work was devoted to the struggle
for freedom and dignity" ft). 219). The concept ignited

a maelstrom

of commotion

involving campus dignitaries, students, Congress (since UDC's budget is controlled by -
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Congress) the religious right, and the media. Ultimately the effort for the multicultural

center failed. Said Chicago,o'The Dinner Party seerned to be a much more dangerous

symbol than I had ever imagined. The right wing, for all its foolishness, has the uncanny

ability to discern that the opening up of the symbol system-particularly visual

art-to

the voices and experiences of women, people of color, gays and lesbians, and other

marginalized groups challenges the control of representation upon which the prevailing
value system rests. Many people do not realize the symbolic importance of art in that it
embodies a perspective that either enhances or challenges the prevailing values

t

] But

few people today-and certainly not the members of an art community that presents itself
as avant

garde-would be so bold as to admit their belief in the inherent inferiority of

women. Nor is this bias conscious; rather, it is the internalizatron of a value system that
we are all taught both explicitly and implicitly through the constant presence of images
that assert male experience, history, and importance and the absence of comparable
images honoring women. The Dinner Party challenges this imbalance at its core" (pp.

222-23)- ln tribute to the tenacity of the artist and the persistence of her supporters and
after 28 years of alternate exhibition and languishing in storage,The Dinner Party, on
the most controversial works of art in America, has, as of its opening in March 2007

of

,

taken up permanent residence in the Elizabeth A. Sackler-Center for Feminist Art at the

Brooklyn Museum in New York City.
Establishing the right to choose so-called feminine rnaterials and process and
reclaiming women's art history was an imperative also shared by visual artist Miriam
Schapiro (b. 1 923). Schapiro recalled that, "New York Cify [in the 1950s] was the most

exciting place on earth for a painter to be...An exciting world ruled over by the
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patriarchal clan. In order to compete with the clan at all, one had to have the serious
trappings of art. A high priority was placed on the size of one's studio. An even higher
one was the price one paid for

it.

That is to say-the cheaper the better...The studio had

to have a'[ook.' Milton Resnick had arather superb model of what was the going thing
in real artist's studios. He was known as the exponent of the naked-lightbulb school of
Abstract Expressionism..." (Gouma-Peterson, 1999, p.23). Gouma-Peterson reported,
"Schapiro's studio conformed to the rules of what an artist's working space should be,
laid down in the 1950s by tough-minded Abstract Expressionists at the Cedar Bar and the

Club. For these men,

as she has said, "the studio was the naked-lightbulb interior, a

space that stood for poverty, dedication, and

style." It was a male concept that

asserted

the absence of woman from the creative order and of everything culturally attributed to
her or associated with her (p.

23). Schapiro would attend the Club with her husband

Paul

Brach, who was considered an articulate, bright young man on the scene. Schapiro
reports,

"I

was concerned about people liking me and was afraid to speak

great price for waiting and not acting"

up. I paid a

(p.23). In 1958-59, four years after her son was

born, Schapiro found herself with a "work problem." Gouma-Peterson recalled the
problem, "The pressures caused by the fragmentation and division of her private, social,
and professional selves and her doubts about her "condition as a
became so severe that she literally reached a point

painting.' During the next year

womffi," as she has

said,

of 'not knowing how to make a

she gradually developed a

ritual that allowed her to work

again, talking herself through the motions of painting in her studio, "You dip the brush in
the turpentine. You mix the color you want. You start to

draw." And, ernpowered by her

ritual and by her new studio located away from her hsme, she began to paint again (p.
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25). When Brach became chairman of the art department at the lJniversity of California,
they moved to the West Coast where Schapiro secured a studio on campus. In 1970 she

joined the faculty of California Institute of the Arts in Valencia, where she met Judy
Chicago. Together they "sought out women artists in Southern California and found
them working not in studios but in dining rooms, kitchens, or any space they could claim
as their own

for a few hours

a

day. This revealing and inspirational experience prompted

Schapiro to invite Chicago to team-teach a class for women artists" (p. 27).
Womanhouse, noted previously, with work by Chicago, Schapiro and

2l

students, was

the result of the collaboration. In the early 1970s Schapiro's involvement with the

feminist movement grew. She began making fabric collages which she called femmages.
Schapiro stated, "My own work is symbolic and I dovetail my feminism with decoration.
Decoration pulls us all together and is nonelitist, nonsexist, nonracist..." She had two

studios-her studio away from her academic space, was a storefront that looked like

a

home and she was known to talk about "The nest as a thing of beauty, as a positive
embellishment of the healthy, strong, wife, mother" (p. 29). Schapiro was deeply
affected by the exhibitio n, Women Artists I 5 5 0- I 950, shown in I 976 at the Los Angeles
County Museum. In her eyes now "all young women who want to be artists can just walk

into the museum and see they have a history, that someone came before them" (p. 29).
Schapiro began her first "Collaboration Series" with women artists of the past. She
combined reproductions of works hy such artists as Mary Cassatt, Berthe Morisot (1S411895), Sofonisba Anguissola (1535-1625), Frida Kahlo (1907-1954) and "a pantheon

of

modern Russian women artists" including Sonia Delaunay (1885-1979), with "colorful
and sensuous fabric borders in patterns inspired by quilts. In the words of Gouma-
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Peterson, "schapiro wished to celebrate women's lives and creative acts and to humanize

the studio. The male myth of the lonely superman-genius in his bare-lightbulb studio was
restructured by the daily endeavors of women; by buttons and thread and pieces

of

fabric" (pp. 30-31). In 1978, another sonflict arose in Schapiro's life. She recalled, "I
felt great trauma at my first experience of real monetary success...I've dreamed about
being there. But...the awful truth is that while I dreamed of success I was educated for

failure-as

a

woman-as

a member

of society-as a mother. Nowhere in my

background had any model been displayed for unimpeded, delightful success" (p. 31).

Altogether, Gouma-Peterson summarized, "Having raised her mirror to the world

Miriam Schapiro has reflected for us a parade of women marching by. They have
provided her with images of who she might be. Eager to discover women as they have
existed in history, she continues to record their differences from men and to celebrate

their achievements. In bonding with these women, listening to their stories, listening to
stories told about them, and retelling their stories, she is painting into the texts of culture
her missing autobiography" (p. 141).

Throughout the country breakthrough art by women, unacceptable to the
corrmercial art gallery system, demanded its own alternative venues for exhibition.
Women artists established their own galleries, among them, the Woman's Building in
Los Angeles (1972-1991), the AIR Gallery in New York City (1972 to present),

Artemisia Gallery 0.97] to present) and ARC Gallery

(973 to present) in Chicago

and

WARM Gallery 0973-1991) in Minneapolis. They also founded slide registries of
women artists, for example, the Women's Slide Registry in New York and the Women's

Art Registry of Miruresota, predecessor to WARM Gallery, Through collective action,
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women provided leadership and community to women artists, expanding exhibition

opportunities, creating mentoring programs and developing educational programs within
their corlmunities. Political, theoretical and aesthetic issues and the "explosion of work
that consciously reinserted women's personal experiences into art practice...was
disseminated through feminist publications," recounted Chadwick.
women founded the British feminist journal Spare ftib
issue of the Feminist

in

"A collective of

1972; in New York, the first

Art Journal appeared the same year. A few years later, women

artists and critics met to organize a feminist art publication, and Heresies was born in
1977, the same year that Chrysalis began publication in Los Angeles" (p.

356). The

WARM Journal in Mirureapolis was published monthly by the collective of the

WARM

Gallery. In an introduction to Chrysalis lssue #8, Summer 1979, Kirsten Grimstad wrote,
"Feministpublishing is a key vital sign of the women's movement" (p. 105) and tisted
publications from the early 1970s on: Diana Press, KNOW, Wollstonecraft, the Women's
Press Collective, Daughters, Inc., Shameless Hussy Press,the lowa

City Women's Press,

and the New Woman's Survival Sourcebook.
One of the co-founders of Heresies: A Feminist Publication on

Art and Politics,

Harmony Hammond (b. 1944) was born in Chicago and received a B.F.A. in painting
from the University of Minnesota. Influences on her work included the collections of

African, Oceanic, ffid Native American art she discovered white traveling in France and

Belgium.

She came out as a lesbian

inlg73

and "integrated lesbian feminism into'her

painting and sculpture, teaching, writing, and curatorial work" (Evans 2002). Hammond
was one of the founders of A.I.R. Feminist co-op gallery in New York;and, according to

Chadwick (2002) "instrumental in making public the history and experiences of lesbians"
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(p, 366). "In the early 1990s," reported Evans, "she described herself in New Feminist

Criticism as'an artist, a feminist, a lesbian, middle-class, white. When I'm good, I'm an

artist. When I'm bad I'm

a

feminist. And when I'm horrid, I'm

a goddam

dyke. I feel

like being horrid these days. Given the current political climate around art and the threat
of being artistically silenced for being queer and female, I can't afford to be quiet or to let
others define who I am and what kind of art I may or may not make" (Evans,2002). The

Feminist Art Base at the Elizabeth A. Sackler Center for Feminist Art cited Hammond's

Art Statement where

she recalls the art scene

inNew York in the fall of 1969: "Artists

moved between the disciplines ignoring, crossing, dissolving boundaries...paint was a

material to be manipulated like any other, such as felt, wax fiberglass or dirt. Likewise,
nontraditional materials-such as latex rubber, polyurethane, Lar, blood--could be used
as

pigment. Paintings were shaped, unstretched, draped, woven, flocked, stitched,

bejeweled, and grommeted. Slowly, painting was subjected to the force of gravity, taken
out of the rectangle and off the wall, relaxed, collapsed, and reconfigured. Feminism
brought a gendered content to this way of working...It was a period of civil rights and

antiwar activism, the gay liberation movement, the second wave feminist movement, and
the birth of feminist art. I was influenced by and contributed to early feminist art

projects" (Hammond, 2000). Hammond is a tenured full professor at the University of
Arizona, where she has taught since 1988 (Evans, 2002).
The lack of female role models and mentors was a frequent theme. Faith

Ringgold said, "Art was the one thing I had always loved to do. Yet, because I had never
heard of a black artist, male or female, when I was a child, I did not think of art as a

possible profession. I think I must have taken art for granted at this time-as something
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to do rather than be" (p. 21). Of Miriam Schapiro, Gouma-Peterson writes, "She recalled
how, as a young woman in the fifties, she retreated to the library for inspiration and read
up on the lives of famous artists, but was not able to

'find a woman artist of the stature of

Velasqufrzor Vermeer." This left her with a confusing message, a feeling she was 'in a
woman's body with a man's concerns. Perhaps something was wrong.' It resulted in her
developing a 'monster image' of herself as someone who was neither clearly female nor
male" (p.

l4).

Said Schapiro,

"f am an artist looking for legitimate ancestry" (p. 123).

There is little evidence that Lee Krasner and Georgia O'Keeffe were committed to
help other women artists in the 1950s and 1960s, other than the examples they set by

their own accomplishments, examples fixed in a specific time and place in the American
consciousness. As Lippard (1976) wrote,

"It is certainly important that there be role

models for younger women artists, that they be able to see women in the classrooms, the
museums, the history books, so that their own progress does not seem utterly impossible"

fu. 143). But Lippard also sawthe barriers that needed to be overcome: "Part of the
resistance on the part of some wornen artists to identification with other women artists is

the product of years of rebellion against the derogatory connotations of the word

'feminine' applied to art or any other facet of life. Until very recently, most of the
women over the age of thirty in the art world have been survivors, Sufficiently early in
our lives we learned to identiff with men rather than with women, to be 'one of the

boys,'to be accepted...'inferior' has not changed to 'superior' overnight, and many
artists are still understandably reluctant to be identified with other women-..It is not the

quality of our femaleness that is inferior, but the quality of a society that has produced
such

aviewpoint" (p. 147-8). Said Chicago, "I thought I'd have to go off and exist as a
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recluse as O'Keeffe had done, simply wait for my work to be understood, but I didn't like
the prospect. I think O'Keeffe was our real pioneer, the first woman to stand her ground
and make a form language that could deal with the whole range of human experience.

However I think her work paid an enorrnous price because of her isolation. There's
something almost inhuman about

it.

I picture her as a kind of iron

rod grim, straight,

determined" (Lippard, 1976, p. 218).

By creating the nontraditional Feminist Art Program at California lnstitute for the
Arts, the Woman's Building, and the Womanhouse exhibition in the early t970' s, Judy
Chicago and Miriarn Shapiro faced a formidable void and spearheaded a new
consciousness that exchanged competitiveness for cooperation and valued female identity
and female experience. Exemplary among programs that were established across the

country was the Women's Art Registry of Minnesota's Mentor Program, created in 1986
to pair experienced members of WARM Gallery with young or emerging artists ((Broude
and Garrard, 1994, p.116). The prograrrr, which includes an exhibition of the

mentor/protdgde work created over each two-year term, is as relevant to the women who

participate today as it was over twenty years ago.

In sum, many women artists used strategies including consciousness raising,
collective action, exploration of nontraditional art, reclaiming art history and female artist
role models through feminist inquiry, creating publications, teaching, ffid mentoring
women artists to promote social change. Their vision of a society that values the
contributions of women and is unafraid to examine and confront oppressions based on
gender, class and race was advzurced. But it would be premature to say that oppression
had been overcome.
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The Leadership Imperative.
"Leadership is dangerous," asserted Heifetz and Linsky (2002). "You appear
dangerous to people when you question their values, beliefs, or habits of a

lifetime...Although you may see with clarity and passion a promising future of
progress...people will see with equal passion the losses you are asking them to sustain"

(p.

l2). While there might be some women in the women's art movement

who had their

eye on a piece of the pie, seeking parity with men on the value of their paintings, which

Heifetz and Linsky would consider a technical change, there were others who thought the
pie was poisonous and sought more substantial, adaptive changes. Judy Chicago is an
artist and an intellectual who envisioned adaptive changes and was willing to put herself
on the front line to achieve them.
Chicago has been characterized as "a charismatic, ambitious, fiercely independent

woman [who was] strongly influenced by the radical feminist movement...she decided to
address feminist issues in her art and to develop a feminist pedagogy for women art

students" (Broude and Garrard, 1994, p. 32). While recruiting women for her new art
class at Fresno State College in the early 1970s, she posed rigorous, challenging

questions: "Do you want to be an artist?" "Do you want to achieve something in your

life?"

She told prospective students she was looking for women "strong enough to

become leaders-to give up makeup, 'girl stuff,' and traditional sex roles-and to
challenge the male hierarchyof the Art Department." Writes student Faith Wilding,

"It

was clear from the beginningthat joining the women's art class was a risk" (p. 33-34).

Wilding fuither describes the experience:
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The first few weeks of her class were spent meeting off campus for consciousfless
raising, reading, discussion, and sharing our first art pieces. Once, after an
emotional consciousness-raising session about street harassment, Chicago
suggested we make a piece in response. She asked, "How does

it feel to be

walking down the street and have guys start coming on. Try to contact the
thoughts and feelings so that the rest of us can identify immediately." Never in

our previous art education had we been asked to make work out of a real life
experience, much Iess one so emotionally loaded. With license to use anf me,lia

or form we wanted, we came back the next week with poems, scripts, drawing;s,
photos and perforrnance ideas. I remember the almost unbearabte mixture

of

exciternent, fear, and pain in the room as this raw work burst forth, and as we

identified with the feelings portrayed. (p. 34)

Wilding said Chicago was a demanding teacher and an effective role model who
encouraged sfudents to be assertive, to express anger, to make demands, and to identify
and ask for what they needed. "The group process made fundamental demands on us to
analyze and change our traditional gender roles...the class was forcing us to confront the
damage done to women as a gendered group in an intensely personal

way.

Since we

were committed to building a new context and making new standards for our art, we felt
no compunctions about appropriating and inventing ways of working that subverted

traditional art production...This was part of a determined strategy to explode the
hierarchies of rnaterials and high/low art practices, and to recover positive values for
denigrated or marginalized practices. Tampons, Kotex pads, artificial flowers, sewing
materials, underwear, household appliances, glitter, lipstick, jewelry, old leffers and
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journals, eggs...blood, and sex toys were used to recombine the organic, artificial,
sentimental, and anti-aesthetic in our art" (pp. 34-35).
Chicago exhibited the characteristics of a charismatic leader, as defined by
Nahavandi (2006): She had a high degree of self-confidence, she had very strong

convictions about her ideas, her energy level and enthusiasm were high, she was
expressive and an excellent communicator and she was actively "image building and role

modeling" for her students. (p. 231). Wilding stated, "Believing that women students had

traditionally lacked the mentorship male professors gave their men students, she became
our role model" (Broude and Garrard, p. 35).

Chicago's students, in turn, showed characteristics of followers of charismatic
leaders (Nahavandi,

2006): they respected and held Chicago in high esteem, they were

devoted and loyal to her, they had, moreover, great affection for her, their performance
expectations were high and they were obedient to the consciousness raising methodology
she imparted. Nahavandi's leadership theory also addresses the charismatic situation,

suggesting that "during a time of crisis, follouers are ready to change. If an individuat is
able to capture and represent the needs and aspirations of the group, that individual is

likely to become the group leader...Because of the strong emotional impact of
charismatic leaders, followers provide thern with tremendous leeway...to lead the group

into new territory" (p. 234). Within the context of the women's art movement, a
turnulfuous age in which visual artists were challenged to respond to the larger women's
movement and feminist ideology, characteristics existed similar to the external situations
described by Nahavandi: the times were highly charged and women were creating
avenues for demonstrations and protests characteristic of charismatic situations, in this
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case, gearing up for the Womanhouse exhibition. There-was a sense of real or imminent

crisis resulting from re-framing personal, social and cultural behavior in feminist terms,
once enlightened, women could not return to their former gender-typed attitudes, values
and roles. The students perceived the need for change; they had the materials of art and

the symbolic components of their message, their ideological goal to expose oppression,
and an opportunity to manage the crisis state of their movement in a bold, public offering.
Womanhouse was

brilliant.

Said Arlene Raven (Broude and Garrard, 1994)

it

"literally brought to life the ideas and viewpoints first articulated in Betty Friedan's

1963

The Feminine Mystique and soon to be developed in Ms. magazine, which was founded in

1972. The emphasis in these first feminist ideas and viewpoints concerning
menstruation, sexuality, marriage, and promiscuity, pregnancy and post-partum
depression, psychic breakdown and suicide in middle-class suburban homes was one

of

frustration and despair. This kind of bold looking at issues created an apprehensive
tension in the audience for Womanhouse, provoking argument as well as revealing

terrible pain...Friedan saw in the feminine mystique the echo of Nazi Germany's
imperative that women's realm consist only of 'Kinder, Kuche, Kirche.' It was with
trepidation that Friedan described in the early 1960s a condition so hidden and censored
that even the women affected could not name

it. It became

the problem that had no

nante." Raven continued, "In contrast to the linear nature of writing, the visual
information of Womanhouse could be taken in all at once...the instantaneousness of
feminist insight could be felt as a completelypure personal moment of truth" (p. 51).
Feminist art, as defined by Chicago, "is about making art which is authentic to one's
lived experience." Rather than a specific style, "ft's about helping people find personal
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content, getting at that content and then determining the most appropriate forms to
express that content. That's how I teachflow and that's how I taught

then." Chicago

talked about the students' reaction, "There's a photograph of four young women from the
Fresno program in the

'cunt' cheerleader outfits that they made, entirely on their own.

They would do 'pussy' cheers and 'cunt' cheers at the airport when we went there to pick
up arriving visitors. ..I was quite embarrassed. I was, after all, a middle-class girl, on the
one hand trying to free them, and on the other trying to hold back from constraining

them, because once I lifted the [id, there was an explosion, and it was almost beyond

belief' (p. 67).
For Judy Chicago, the Feminist Art Program at CalArts "was not a success.
Because I brought my program into a male-dominated institution, my young students

were exposed to one set of values when they were working with me, but as soon as they

left the room they got a whole other set of messages. I realize now that I sabotaged

*y

own program by bringing it into CalArts, and even though the school intended to be
supportive, the pro$am was dangerous because authenticity is dangerous in the art

world. It was impossible for my young
instifution. While we worked on

students to stand up to the pressure of the

Wromanhouse, everything was fine, because we

weren't

on the campus, but as soon as we got onto the campus, I was very unhappy and my
students were unhappy.

I submifted my resignation quite rapidly... Womanhouse opened

up whole new areas of subject maffer and technique, aq well as performance work. That
is what's so upsetting about the effort to write out all of this history. In early feminist art,
there were many issues-personal content, personal subject matter, the

body-that

have

since moved into the mainstream, but whose origins have not been credited" (p. 67).
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It is worth setting forth a few more ideas about Chicago before moving on to
other leaders in women's art. Chicago said, "Much of my struggle as an artist in the
seventies grew out of my effort to put together the sophisticated formal language

of

contemporary art with the rather raw and unexpressed suhject matter I wanted to begin to
deal with...the message I had gotten loud and clear in graduate school and in the art

world was that my natural forms...were repugnant. And so I became frightened by my
own forms. I remember that when I started working on the first plate images for The
Dinner Part1,t,I felt terrified by the images that were coming out. I went to Anais [Nin],
who was my mentor, and I said, 'Anais, I feel like something terrible is happening inside
me,' and she explained to me that I was beginning to allow my power as an artist to
express itself but that I had internalized the idea that this power, for women, was

negative. This is really the place where many women artists have been stopped. It's not
about talent, it's about the degree to which we can fully realize our creative power,
because

it's tied to self-power, and we've

been taught that female power is destructive"

(p-7o)Chicago continued,

"[t wasn't really until I had the support of the community I

built inThe Dinner Party studio that I broke through this. I would make a drawing that,
had I been by myself, I would have censored. But everybody said, "Oh, my God, that's

fabulous!" It was my natural drawing and so I began to accept my natural impulses,
which had been in all my early work...I peeled back my coded imagery and finally broke
through to the beginning of new imagery and the reappearance of the butterfly, which had
appeared in my early

work. This

became pivotal in the imagery of The Dinner

Party. By

the way, coding is not unique to women, Many African American artists also-created
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coded art to disguise subject matter that was not considered important subject matter in

art. For a long time, if you revealed yourself in your art as a person of color,
a homosexual,

a woman, or

it disqualified you from the art dialogue." And finally, Chicago said,

"There is still a visual code that separates art from the larger community. The artist's
submission to this code allows art to be bought and sold like pork bellies in the market
and manipulated as commodities. The whole notion of feminist art, as I was trying to

articulate it, is that the form-code of contemporary art has to be broken in order to
broaden the audience base and in order to reconnect art to the fabric of the human

community. What I have been after from the beginning is a redefinition of the role of the
artist, a reexamination of the relation of art and community, and a broadening of the
definitions of who controls art and, in fact, an enlarged dialogue about art, with new and
more diverse participants" (pp. 70-71). Chicago has a clear vision, is articulate in

promoting it, and willing to take enoffinous risks to manifest it. She is socially aware,
tolerant, and appreciates cultural differences. She is a survivor in her vocation of visual
arts, and a leader as defined by Afsaneh Nahavandi's theories and by the key attributes
the Augsburg Leadership

Model: A

sense

of

of vision, orientation toward action, a facility

for persuasion and the "broad range of abilities and awareness that underlie these
attributes". (see Appendix).
Returning to an earlier era, Mary Cassatt exernplifies leadership, albeit within the
confines of restrictive Victorian society. Like Chicago, Cassatt was a visionary and a
change-oriented leader; however, unlike Chicago's power as a charismatic leader, Cassatt
was more of a transformational leader. According to Nahavandi (2006) "women leaders

often exhibit concern for others, expressiveness and cooperation, traits that are associated
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with transformational leadership" (p. 243). Transformational leaders are also
characterized by a capacity for intellectual stimulation, generating new ideas that
challenge and empower others. They are able to overcome resistance to change and

motivate and inspire others by example. Cassatt may also be described as a "quiet
leader," viewing strong measures and heroism as a last resort and rather preferring
preparation, caution, care, and attention to detail...as the best approach to everyday
challenges" (Badaracco, Jr.2002, p. 9).
Cassatt was determined to go to Paris, to study and to compete in the annual

Salon, which was the "elite showcase for contemporary talent, the first step on the path to

recognition as an artist and a lucrative career" (Mancoff, 1998, p. 8). Her departure was
delayed by travel restrictions imposed during the Civil War (1861-5); however she left

America in 1865 to join Eliza Haldeman, aclassmate, and they studied and traveled
together as was proper for young ladies of the

time.

Cassatt's life abroad was not only

proper, but also social. She "received visitors in her Paris apartment, many of them
independent-minded American women interested in the arts." Novelist Louisa May

Alcott's sister, M*y, described her as "a woman of real genius" (pp. l2-13). Cassatt
worked up the confidence to enter the Salon in 1867, but was rejected. Undaunted, she
entered successfully the following year. The portrait Cassatt exhibited was under the
name Mary Stevenson, which was

"to avoid 'publicity' which might be unwelcome to a

young lady living abroad and alone" (p. 10). Another work was accepted

in I 870, but

Cassatt became disenchanted with the Salon, which was excluding the "more advanced
and controversial painters-Edouard Manet, Edgar Degas, Paul Cdzanne.

In t 877 Degas

invited her to exhibit with the Impressionists. "She accepted without hesitation, and
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regarded

it

as the

turning point in her life and in her art: [in her words]

joy. I hated conventional

'l

accepted with

art. I began to live" (p. 1a). Cassatt was the only American to

exhibit with the group in 1879, 1880,

l88l

and 1886. Upon her father's retirement, the

family joined Cassatt in Paris, and in the midst of a happy home life with visits from her
brothers and their wives and families, Cassatt painted her surroundings

-

portraying her

mother and sister in their daily activities and later, her nieces and nephews. In 1886
Cassatt's paintings appeared in the first major exhibition of Impressionist art in the U.S.

For more than five years until her father's death in

l89l

and her mother's

Cassatt cared for her ailing parents. Returning to Philadelphia
was rlrlnounced in the Phitadelphia ledger:

in

in

1895,

1898, Cassatt's visit

"Mary Cassatt, sister of Mr. Cassatt, president

of the Philadelphia Railroad, returned form Europe yesterday. She has been studying
painting in France and owns the smallest Pekingese in the world." Cassaff ventured to a
friend, "After all give me France-women do not have to fight for recognition here,
they do serious

wotk". tn the February

issue

of Good Housekeeptng Magazine in

if

1910,

Gardner Teall characteized her as a "true and gifted humanist," for her modern and

American response to the OId Master tradition of the mother and child. But, some
Americans decriedthe lack of sentiment in her work, finding her modern imagery'hard'

and'inharmonious,' and clearly atodds with their expectations of her" (p. 86).
Although Cassatt persuaded family, friends, household staff and neighbors into
posing for her, her goal was to "portray a universal rather than an individual experience

of contemporarywomanhood. It is as if, by showing those aspects of women's lives that
were corlmon to all, she wanted to convey the sisterhood of women" (p.

2l). Cassatt

painted in the mid-nineteenth century, an era in which women were affected by the

Women Artists and Leadership 104
sweeping social changes with the decline of agriculture and cottage industries and the rise

of cities that profoundly affected family life. No longer did women help their husbands
run businesses, keep accounts, or supervise apprentices. The rnan of the household

worked outside the home and women's role was made distinct as homemaker and child
care

provider. Cassatt "recognized that those lives-in moments of solitude, in social

exchange, in public appearance, and in intimate expression-possessed an inherent

dignity and strength. As a result, her art offers us a sympathetic view of women at a
time when their lives were very different from our own" (p. 23). Although for five years
after her death in 1926 memorial exhibitions conunemorated her work, it was not for
another hundred years that a major retrospective of Cassatt's art took place (Sachler

2402,p. 15).
This background unfolds the story of a transformational leader. Cassaft, as noted
previously, had a home life that was a focal point for the young women who visited and
admired her commitment to art and her professionalism. She was not content with past

traditions, but rather acted decisively and took risks to pursue intellectual stimulation and
new ideas. She was able to overcome resistance to change, bridging a time that was

heralding a new era of painting, siding with the Impressionists against the constraints of
the Paris Salon. Her ability to transform the subject of women from the object of a man's
EME, to that

of women deeply concentrating on their own pursuits, "reminding the viewer

to keep a respectful distance" (Mancoff, 1998, p. 25) was a breakthrough vision. Like
Judy Chicago urged her students to do much later in time, Cassatt painted from a personal

content. She had an honesty of vision specific to her era; hut transformed by her own
intellectual powers. She had an inordinate ability to evoke an aura of privacy and to
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portray the bond of trust between mother and child. Her subject mattgr would, in later
years, be criticized by some as depicting the gender-defined, subservient role of women;

however, on closer examination, her life and work merit leadership designation. Cassatt
herself eschewed public shows of

ego. Once, uffecognized while in the company of a

number of Impressionists, someone pointed out they were neglecting a "foreign painter

that Degas ranks very high". When Cassatt inquired whom he meant, he said it was her,
upon which she replied, "Oh, nonsense!" (Mancoff,

p.23). Like any good Quiet

Leader,

she invested wisely in her relationships, linked herself to a controversial art movement

without jeopardizing her propriety or livelihood, took the rules in the art world very
seriously, while bending them, was modest in action, and tenacious in her comrnitment to
her vocation of art and to the creations she produced for the benefit of her viewing public.

Faith Ringgold, bom in Harlem in 1930, was called the "fearless feminist artist"
by art critic Lucy Lippard (1995, p. 289). Chadwick (2002) characterized Ringgold as
one who "played formative roles in the feminist art movement from the beginning" (p.

386). Ringgold was a visiondty, & change-oriented leader who personifies Nahavandi's
(2006) concept of "leader as storyteller." Nahavandi theorized that, "storytelling can be
one of the most powerful ways for leaders to conrmunicate their vision to their followers"

fu.246). "To be exemplary and visionary, leaders need to commit thernselves to
continuously questioning old beliefs and assumptions... This process leads to the creation
of a new cortmon vision." G,.247). He continued, "Leaders' ability to change followers
and the organization depends on their

credibility," which he describes

as a combination

of "honesty, the ability to be forward looking, and the capacity to be inspiring and
competent" (p. 247).
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Ringgold dates the beginning of her mature art as 1963, when "the idea was to
make a statement in my art about the Civil Rights Movement and what was happening to
black people in America at that time, and to make it super-real" (Ringgold 1995, p. 1aa).
The resulting series of twenty paintings were called the American People Series. The
content of each painting was drawn from personal experience or, asking the 'why'

of

basic racial questions about American people, for example, For Members Only recalled
the "open racial hostilify I encountered as a child on a church outing...A band of white
men, carrying sticks, surrounded us kids and demanded that we get out and 'go back to

your bus." Watching and Waiting shows "atable at which a group of white businessmen
are meeting.

A black man stands at the door

as

if waiting for an invitation to sit down

(People often mistake the black man for a waiter, even though he is dressed in a business

suit)" fu.145). At the time, recalled Ringgold, "James Baldwin had just published The

Fire Next Time, Malcolm X was talking about "us loving our black selves," and Martin
Luther King Jr. was leading marches and spreading the word. All over this country and
the world people were listening to these black men.

I felt called upon to create my own

vision of the black experience we were witnessing...l had something to add-the visual
depiction of the way we are and look. I wanted mypainting to express this moment I
knew was history. I wanted to give my woman's point of view to this period" (p. 146).
Ringgold added,
hoping that,

"I

was trying to find my voice, talking to myself through my art, and

if I could communicate with myself I could also cornmunicate with others"

ftr. 147). Ringgold felt the sting of criticism within her community, "Often older artists
wrote my paintings offas 'protest art'..-they were mostly people who had been badly
burned during the Communist scare in the fifties and now wanted to keep their noses and
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palettes clean...the older artists were cautious...trying to get by in the art world and not

drawing attention to their blackness" (p. 147). "Younger black artists objected to my
paintings of white people. Some neither understood nor accepted my need to make
images of anyone but black people. Others...felt that my steely-eyed white faces were

going too damn far" (p. 148).
Ringgold had her first chance to show her work in a gallery
group show called, "Art of the American Negro." Said Ringgold,

in 1966. It was a

"[t was the first black

art show to be held in Harlem since the thirties and was curated by Romare Bearden and
sponsored by the Harlem Cultural Council" (p. 154). That yey she was also invited to

join the Spectrum Gallery in New York-a

2O-member

gallery-and

became the only

black and one of only five women. The following year she worked toward her first solo
exhibition.
"The climate of America was changing in the summer of 1967," recalled

Ringgold. "W'e were moving out of the civil rights period and were at the start of the
Black Revolution. In 1966 Adam Clayton Powell Jr. and Stokely Carmichael had
sounded the battle cry for Black Power and by L967 everyone was taking sides.

..

Black

people were no longer invisible...protest demonstrations had reached epidemic

proportions" ft). 156). Ringgold went trarge for her newpaintings" The Ftag is Bleedtng,
measured eight by six

feet. Die,even larger at six by twelve feet, recalled a street

scene

with "rioting, knif,rng, shooting and bloody, screaming humanity." Within the painting
are two children, a white and a black, holding one another amidst the chaos. At the time

of this painting," wrote Ringgold, "Martin Luther Kiog Jr. was still ative, but Malcolm X,
and John and Robert Kennedy, had been assassinated:

I had to paint Die.. .I was also
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terrified because I saw Die

as a prophecy

of our times. I saw it as a warning that violence

would become the new 'pornography." (pp. 158-9).
Ringgold was instrumental in planning the demonstration in 1968 against the
Whitney Museurn of American Art for not including any black artists in the exhibition,

"The 1930s: Painting and Sculpture in America". The Spectrum Gallery became the
demonstration headquarters, and Ringgold was joined there by her daughters Barbara and

Michele, who helped make picket signs. About thirty people stood outside the Whitney

with their signs on November l7 , 1968, including Bearden. The ,I/ew York Times carried
the story the next day and, recalled Ringgold, "Although my name was not mentioned"..I

knew, and many others also knew, that I was the originator of the first black
demonstration against a major museum in New York City" (p. 168). Ringgold joined the

Art Workers' Coalition (AWC), which was demonstrating against the Museum of
Modern Art (MOMA) for its "callous treatment of artists and their work." Seeking a
chink in the armor of the "self-composed MOMA people," Ringgold and an accountant
friend discovered that a tax abatement might make a case for supporting donations to

MOMA, but would have to serve the public good, which meant representing works of
diverse culfures without exclusion. Some good things happened as a result of these
actions, "a show, a sale, a grant for a community project". Said Ringgold, "Today, some

twenty-five years later, nothing much has changed at the Modern except which white
man gets the next show" (p. 172)

In 1970 Ringgold got involved in the Women's Movement, "In the 1960s I

had-

rationalized that we were all fighting for the sarne issues and why shouldn't the men be in
charge? I would be just the brains and the big

mouth. In the 1970s, being black and a
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feminist was equivalent to being a traitor to the cause of black people...but I wanted to
help my daughters, other women and myself aspire to something more than a place
behind a good man" (p. 175). In 1970, Ringgold and her daughter Michele formed the
Women Students and Artists for Black Art Liberation (WSABAL) to protest an

exhibition scheduled to open at the School of the Visual Arts that excluded women and

blacks. Later funggold worked with Lucy Lippard and Poppy Johnson toward a goal for
the 1970 Whitney Annual to include 50 percent women

- a total of 23 percent

was

realized that year. Ringgold led a demonstration at the opening in which, at the sound

of

police whistles, women gathered in the main gallery on second floor for a sit-in.
Demonstrations continued each weekend with chanting and singing rewritten songs like:

"The Whitney is a helluva place, patlez-vous. They're down on women and they're down
on race, a honky donkey, parlez-volrs" (pp. 179-80). InNovember 1970, Ringgold and

two white male artists were arrested for exhibiting controversial art at the People's Flag
Show at the Judson Memorial Church in Greenwich Village; she was arraigned that same
evening, with a court date to follow. Thereafter she was known in the art coftlrnunity as
one of "The Judson

Thtee". The Judson Three had so many supporters at their trial that

they had to move to a larger courtroom. The artists were found guilty of desecration
the flag, and sentenced to one month
said Ringgold (p,

In

injail or to pay a $100 fine.

of

"'We paid the f,rne,"

l8s-6).

1972, Ringgold was touring colleges and universities lecturing on black and

feminist art. She experimented with poster art, covering events such as The People's
Flag Show,Angela Free Women Free Angela [about Angela Davis], and the United
States of Attica, dedicated to the men who died at Attica prison

in

1971 and recounting
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dates and details of "infamous acts of violence" across the United States, including witch

hunts, race riots, assassinations, lynchings and Indian wars. In L972, Ringgold
discovered Tibetan tankas, wall hangings made of cloth, that revolutionized her art-

making.

"l could do this," she thought, "l could get rid of my frames, the glass and the

cumbersome heavy stretchers and frame my paintings in cloth. That way I could roll up

my paintings and put them in a trunk and ship them in the same way I used to ship the

girls' clothes to camp" (p. 194). Her first cloth-framed paintings, The Feminist Series,
were painted landscapes with statements made by black women, from slavery times to the
present, printed in gold

paint. "Shirley Chisholm.. . is the only living woman in my

Feminist Series," said Ringgold, "Chisholm was the first African-American woman to
run for the presidency of the United States. She told an audience in a speech in 1970 in
Washington, D.C:

'I don't

churches or marriages

want you to go home and talk about integrated schools,

if the kind of integration you're talking about is black and white. I

want you to go home and work to fight for the integration of male and female, human and

human" (pp. 195-6).
The Feminist Series was followed by the Slave Rape Series. Her mother, an

accomplished seamstress and fashion designer, helped sew the frames in the manner

of

the tanka. Said Ringgold, "People were confused by these tankas; they called them

weavings, banners, textiles, fibers. They didn't seem to realize they were looking at

paintings on sanvas-{here were no wooden frames and no stretchers. I didn't like being
accused of doing

crafts. Being black and

a woman were

enough. Did I need to be fuither

eliminated on the grounds that I was doing crafu instead of 'fine a^rt'?" ft1. 198).
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Trips to Nigeria and Ghana in 1916 fed a desire to make masks based on African

art. She began teaching her students how to make them and then incorporated maskmaking and costuming into her art. She hegan with the Witch Mask Series. Although she
was reluctant to make costumes for them, once begun,

"I could not tum back" (p, 199).

The next step was the use of masks and costuming for performance art. In 1976, she
created The Wake and Resurrection of the Bicentennial Negro,"d visual narrative of the
dynamics of racisrn, including the self-imposed oppression of

d*g

addiction" (p. 205).

Story quilts followed the masks and performance pieces, some quilts included
performances as Ringgold continued to bring her personal vision to audiences all over the

globe, Her most recent work has been writing books for children to explain "some of the
hard facts of slavery and racial prejudice, issues that are difficult but crucial to their

education. But my books are even more about children having dreams, and instilling in
them a belief that they can change things" (p. 261).
Said Ringgold, "Being born and raised in Harlem, I have seen and been inspired

by many great black leaders, but they were all men." Shirley Chisholm was one of the

first women she saw as a leader, "but my field was art and that made it difficult to find
role model, male or female, black or otherwise

a

- who could inspire the kind of leadership

artists need. So what I have done over the past twenty-five years is not aspire to
leadership myself but rather to become an ad hoc activist in order to address some of the
problems that confront people of color in the visual arts" (p. 261). In 1971, Kay Brown
and Ringgold founded "Where We At" a black women's art group. In 1972, Ringgold
founded A-rt Without Walls, twelve artists who went into the prison system for art and
discussion with women. In 1986, Ringgold was appointed vice president of minority
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affairs of the Women's Caucus for Art, concerned with cultural, social, and political
change. A collaborative bookproject, Coast to Coast, followed with 120 books "varied
in content, technique and materials...about love, hate, food, family, friendship, childbirth,
sex, malriage, motherhood, war, rape, incest, music, AIDS, being black, poor, a woman,

Native American, Chicana, orAsian...they all seemed to declaim'I am a woman of
color, making a serious statement about my life and work" (pp. 264-5).
Ringgold's book, We Flew Over the Bridge, written in 1995, declared, "The issue
of racism and sexism in the art world is a continuing problem that most people know very

little about. Citizens don't demand equal rights for artists of color and women in
museums and public funding agencies. Most people think

if you're good enough, you'll

make it to the top and so they don't urge their appointed officials to canvass the museurns
and other cultural institutions to see

if they are spending public money to represent

the

best art done by artists regardless of race and sex. Ninety-nine and nine-tenths percent

of

the significant art production of men and women of color is ignored by the major art

institutions in the country and only token representation is given to the rest. I'd like to
see that

end." Ringgold continued, "Despite all of these obstacles, it has never occurred

to rne to stop, give up, and go away
designed to make me

- even though I know that is what oppression is

do. I continue to look for alternative routes to get where I want to

be. That is why I have worked in so many different media...These things have given me
a constantly expanding audience and the

of adversity"

$.270).

flexibility I need to continue working in the face

Faith Ringgold is a survivor in her chosen vocation, and a leader

by way of definition taken from Nahavandi's theories or from the leadership platform
developed at Augsburg College.
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Summary.
To summaflze Chapter Two, the literature review has examined the nature of art,
its evolutionary and cultural significance, and its relationship to the marketplace. The

review introduced the concept of hegemony and explored its relationship to the historic
reality of women's exclusion from the visual arts. Encompassed in the review is the
social phenomenon of the civil rights movement, the women's movement, and the

women's art movement,

a[ of which

made a convergent, pivotal era for women pursuing

art careers. The study concluded with a discussion of women artists and leadership,

examining the lives of three exemplary leaders in the canon of women artists whose times
and whose issues were diverse but whose actions aligned with the leadership model

of

Augsburg College and the change-oriented leadership theories presented by Afsaneh

Nahavandi. As Whitney Chadwick (1990-2002) so aptly observed: "Although there is

little consensus among women at the present time about where to go next, and although
many goals of the Women's Movement have not been met-there is still violence against
women, discrimination in education zurd employment, racism, and sexism in daily

life-

contemporary art by women reveals the formulation of cornplex strategies and practices

through which they are confronting the exclusions of art history, expanding theoretical
knowledge, and promoting social change" (p. 422)"
This phenomenological research thesis now turns from the discourse of text to
that of in-depth personal interviews with ten contemporary women artists, which yielded

equally rich and diverse information about the topic, Women"Artists and Leadershtp,
from the vantage point of their personal experiences and perspectives.
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Chapter Three

- Methodology

Research for the Women Artists'and Leadersftlp study was conducted according to

qualitative research methodology. Its purpose was to reveal the nature of multiple
perspectives and patterns relating to the phenomenon of the women's art movement and

to test the theory, within a real-world context, that women artists were leaders and
pioneered social change in order to survive in their chosen

field. The

a phenomenological study focusing on the participants' points

research design was

of view. Upon the

completion of all requirements of the Institutional Research Board at Augsburg College,
the investigator conducted in-depth interviews of a purposeful sampling of ten women
artists whose vocation in the arts began as early as the 1960s and 1970s. The sampling
was intentionally nonrandom in order to include individuals whom the researcher
believed could yield rich and diverse information about the topic from their personal
experience and perspective. The researcher compiled a list of 15 potential interview
subjects from anetwork of contacts drawn from aperiod of time from 1991-1996 when
she served as Executive Coordinator of the Women's

Art Registry of Minnesota

(WARM), located in St. Paul, Minnesota. These women artists were chosen for their
achievernent and longevity in their art careers, the diversity of their creativity, their

reputation in the women's art community, the strength of their work, and their
geographical proximity. The goal was to complete interviews with seven to ten of the

potential subjects. Altogether, ten interviews were completed within the period of time
July through October 2006. The interviewees included painters, sculptors, mixed media
artists, a photographer and a graphic design artist. Among them were the owner of an art
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gallery, three college professors, a community art center teacher, two entrepreneurs and
three studio artists.

Al[

are visual artists active in creating and exhibiting their artwork.

Initial contact was made with artists in person and by telephone to inquire about
their interest in participating in the project" Artists were informed of the nature of the
research inquiry, that the interviews, anticipated at one and a half to two hours long,

would be audio taped, and that pertinent data from the interview, i.e. comrnents and
opinions, would be incorporated into a thesis that would be available to the public
through the Lindell Library at Augsburg College. Each artist was scheduled for an

interview at a time and place of her preference and was asked to bring a copy of her
resume. Some chose to meet in their own studios, others were interviewed at their
workplace, in their home or at the researcher's workplace. Prior to the commencement of
the interview, the participant signed a written agreement for the interview and for the
audiocassette taping of the

interview. Participants also were asked if they wished to

remain anonymous or if they preferred to be acknowledged, including the use of quotes

from the interview. All waived their right to remain anonymous. Two requested a
review of quotes attributed to them that would be used in the thesis prior to inclusion.
The interviews were structured around twenty-one open-ended questions divided
into seven broad categories including: (for complete questionnaire, see Appendices).

L

How did women artists get ahead in the 1960s and 1970s despite adverse
conditions?

2.

Who are the people the interviewees admire?

3.

Who do they consider leaders in the arts? Do they perceive leadership as a
relevant concept?
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4.

How has time/aging affected or influenced their work?

5.

Is retirement a valid concept? Will they retire from their vocation in the arts?

6. Self-assessment and life satisfaction - How are they doing?
7 . Do they perceive they have forged/are forging openings in the arts that will help
other women artists?

Transcription assistance was provided by Ella Mae Sichterman, who signed a
statement of

confidentiality. After the interviews were transcribed, the researcher

identified statements that were pertinent to the topic that would be used as direct quotes
by name or as anonymous, as well as composite information illuminating a pattern or
tendency. Special attention in the analysis of the research data was given to divergent
perspectives, that is, how individuals' experiences of their careers in the arts were

different from one another as well as how they were similar. However, the focus of this
thesis was on common themes in their experiences despite the diversity in the individuals
and the seffings under investigation.
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Chapter Four

-

Il7

Correlations

The phenomenological researcher sifts through data to find patterns and
connections that suggest or describe tendencies relevant to the hypothesis. Per Leedy and

Ormrod (2005), the final result of the study is "a general description of the phenomenon
as seen through the eyes

of people who have experienced it firsthand. The focus is on

corrrmon themes in the experience despite diversity in the individuals and settings

studied" (p.140).
This inquiry is based on in-depth interviews with ten women artists---examining
their vocational choice in the arts, their self-identity as artists, their challenges, rewards,
opinions, observations and concerns-and engaging each artist in a discussion of her
vocation as it has developed over time. At the discretion of the researcher and with the
permission of the interviewees, some of the information is presented as a composite,
some quotes of a sensitive nature are anonymous, and for other quotes, the artist is
named.

An earlv identification with being an artist.
Among the first observations, eight of the ten artists volunteered information that
they had an early identification in their life with the arts and with being an artist. In their
words:

. "l really decided that I wanted to be an artist at the age of four. The part about
committing myself to it as a profession was later, but at the age of four I just knew

I

was

just fascinated with art and artists and was just looking at anything that I

could find." Nancy Robinson
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a

"l actually started working in the arts, so to speak, when I was

12.

.

.I watched my

aunt paint and she would give me things to work with and I would start

experimenting. So I already knew, ffi n child, that's what I was going to do."
Georgette Sosin
a

"Since I was little when we were in the car and my mother was driving I'd be
drawing on the edges of road maps-little sketchy things---€ven when I was a

little girl I was always the artist. I was the artist of the classrooms." Dorothy
Odland
a

"It [art]

was play, and

it was about what I enjoyed most. And it started very

young. I remernber using the tools children use: the drawing tools, the cutting
tools, the painting tools always intrigued me. I sort of felt I was their resident
artist in my cofiImunity of 5,000 people, so when they needed something, I was

appointed." Marilyn Summers Cool
a

"Growing up in

a

rural environment with grounded parents, they understood that I

had this creative streak...there are pieces of furniture that stilt have my mark on

them." Leann E. Johnson
a

"Through all these different tests, like the Meyers-Briggs and all these different

tests...it was there plainly in black and white that I was only interested in art.
And that's all I've ever been interested in [since] I was a child." B. J.
Christofferson
a

"When I was 16 and started looking, talking and wanting to go to take special art
classes at then what was the Minneapolis School

Saturday, ffiy parents reluctantly let

me."

of Art for high school kids on

Patricia Olson

a
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.

"When I was in grade school, in fact, like

7th

was going to go to college and become an

artist."

or 8ft grade, I made it known that I

Bette Globus Goodman gave a slightly qualified response,
say,

Maria Santiago

"I didn't wake

up one day and

'I want to be an artist' even though I was involved in the arts - purchasing art and

making art- all my [ife." The tenth artist, Joyce Lyon, while not directly talking about
art experiences as a child, did reference a spring spent on sabbatical in Italy when "the

flowers were just amazing...they were equivalent to ones I had known when I was a
teenager in upstate New York but they all had different colors and shapes. And so I was

walking along and I thought of those and what I came to realize was that possibly in 50
years I haven't changed very

much. The things I loved to do and the things that made me

feel alive, things that fed me, were quite similar to things that fed me when I was a
teenager."

The lnfluence of Family.
From the literature review, the early and compelling nature of art was revealed in
the lives of artists such as Augusta Savage who, despite her father's prohibition against
the creation of graven images, modeled figures out of clay as a child and continued as a

sculptor throughout her

life. The presence or absence of parental support or the support

of significant adults for the artist's aspirations was influential. One artist recalled,

"[

was

raised to be a housewife...I wish I had a parent figure, whether it was my own parents or
someone else, who told me that

I was perfect or who just told me'go get'em gir[', or

something like that instead of being constantly told that I [pause]...the internal voice

that's missing, I think, could have been provided by a parent and wasn't." Another artist
said, "...as college approached...my parents preffy much chose where I would

go...I was
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a girl, after all, what was she going to do...I think there was something to going to school

to get a man. Nobody said it, but I think that was...you studied, you did your degree

stuff and then hopefully you would meet somebody." From another artist, "My parents
were very consistent with all of us kids. Always have a back-up plan. [f that's what you

want to do [art], fine, we encourage that, but have a back-up plan." One described her
mother's reaction, "my mother said, 'you know you really want to think this art business
through, because those people wen't like tts'...my parents were basically of a mind set

of, 'as long as she's not asking us for money...' That's a real working class attitude, you
know...Go ahead, do your own thing, we'll support you, but...you gotta do it on your
own dime. If it works out, great, and if it doesn't then you gotta figure something else

out." From another artist, "it

was my father...the gift came from my father to imagine

myself in a different situation. Now, my father wasn't giving me any money, or saying,

'let me help you with this application, help you fill it out.' My father was dyslexic, he
couldn't read and write in English...'all I can do is give you the dream." Two artists had
parents that were described as artistic. One, a father, was described as "an artist of sorts"

who "always wanted to be, but he had to supply food on the table for a family, so it was
not a consideration." Another said, "My mother was artistic. She did very conventional
things, but she definitely painted with oils and would paint things around the house. She

definitely was considered artistic by her friends and people in the family." And one artist
recalled, "They [her family] told me that my grandmother painted and that was

it.

I

didn't have to make a choice of what I wanted to go to school for. I saw a painting of
hers when I was

went."

in Seattle visiting my cousin and I haven't been able to find out where it
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Parents of the girls born in the 1930s, 1940s and 1950s hoped their artistically

talented daughters would marry well and not have to worry about having a career, or that
they would work in socially acceptable female roles as a secretary or a nurse or a teacher,

or if the choice of anart vocation was unavoidable, "have a back-up plan" for making a

living, such as working in graphic design. In general, the interviewees did not appear to
have significant or tangible encouragement from their families to become visual artists
and make a

living by creating art.

The exception is Georgette Sosin, who was singular among the interviewees in

reporting a strong female artist in her family as an early influence in her development as a
visual artist. Says Sosin, "It was a very personal and family-kind of inspired beginning

for me. My aunt was a very, very talented, highly inteltigent painter and sculptor, and in
many ways, self-taught. My mother was a musician...They were born in Europe, as I

wffi, in France, and women were supposed to, at that time, play the piano-maybe

a

littte

Chopin-to entertain the guests and maybe paint some nice little still lifes to pass the
time. It tumed out that my aunt was a real tiger and a wonderfiul artist

and way beyond

her time...and I just grewup watching herwork and knew that's what I wanted to do. I
had no idea what

it would mean or what kind of surroundings or opportunities this would

give me. I never knew there were any barriers for that matter."

lnfluenge from Women Artists Outside the Family,
Within the age range of the participants in the study, from 45 to 72,rc\e models of
women artists outside the family appear more scarce for the mid-age range participants
that for those at the youngest or eldest end. Georgette Sosin, at the upper age register,
had the good fortune to study welding with the University of Minnesota icon, Katherine
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Nash. Younger participants B.J. Christofferson had supportive teaching at the University

of Minnesota from Joyce Lyon (also a research participant in this study) and Jantje
Visscher and named Beatrice Wood, Betye Saayr, and

Kiki Smith

as artists she admires.

A very strong influence cited by Christofferson was author Flarurery O'Connor: "The
things that she has to say have influenced how I view things and how I think of things
and given me the courage to do things that

I want to do. I have the book

frMystery and

Manners). It's a series of essays...She was also kind of an anomaly where she lived.
She was a Catholic who lived in the south who wrote about everybody. White people,

Black people. She wrote about fundamentalism, Catholicism and she's one of my big
heroes. There's another writer.. "Jacques

Ellul-a

French philosopher, teacher,

theologian. Of course he was kind of unusual too in that he was a protestant in France.
As a Communist who converted or became a Christian or converted...his writing is

just...somehow it influences what I make."
Leann Johnson named Elizabeth Catlett as a female artist role model, which
be discussed more

fully later in this study, and Judy

will

Stone Nunnelly as an especially

helpful instructor. She also made reference to artist Jane Evershed as one whose name
"comes up."
One of the mid-age range artists,
aware of women artists early

on.

So

Marilyn Summers Coo[, said, "[ wasn't even

I can't even say there were a couple of women

professors...no, there was one woman in the art department in undergraduate, and I'm

trying to think if there was anybody in graduate...Theyjust didn't exist. So, therefore, I
never thought about getting a master's degree to teach on a college level...women didn't

really do that." Joyce Lyon talked about a University of Minnesota staffretreat where
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someone had done "a kind of archival search of historic photographs...the art departrnent

in the 60s and 70s and it is so male. I rnean...they're just so craggy and there's one
group photograph where there were no women at all and there is another photograph
where there is one woman, and that was the case." Said Maria Santiago,
single female professor in grad school

-

"I did not have a

all men." Pat Olson remembered,

"l really

didn't have any sort of models besides art teachers who I saw in school. I didn't realty
have any sort

of role models

as

I was growing up in the arts at all. In fact, I thought

artists were old guys that wore berets and sat in Parisian cafes and drank.

.

.l

remember

being very interested in Georgia O'Keeffe as a model and at that time, I remember doing
a paper on her and there was one

had

book in the library, like in 1970, and it had no color, it

little tiny black and white reproductions. In high school I had a woman. .. for two

years of art classes and she was very encouraging...in college [a woman] taught clay but
..

.I never took any courses in that." Bette Globus Goodman recalled being impressed by

a "young very talented Black potter"

with whom she took classes in Boston. "She was

dying of cancer and it just broke my heart. She would tape her fingers together so she
could work on the wheel." Later, as Goodman became more involved with photography,
she admired the

work of women like Dorothea Lange and Esther Bubley, "who did work

for the government and they traveled throughout the United States capturing what was
happening throughout sociefy, like with the migrant workers." Globus Goodman also
noted being impressed by Diane Arbus,

"I

see Diane

Arbus' work and I can really relate

to her work. It's just marvelous...she was so productive, prolific, and yet, so much of her

work is so beautifully printed, and printing itself, unless you do your own printing, you
have no idea of the options open to you in interpreting a picture."
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Discrimination.
Examples of women artists who experienced discrimination based on their
gender, race, class and responsibilities to family were identified in the literature review.

When the research participants were asked about barriers or challenges they faced in their
art careers, they revealed relevant information about discrimination from their
perspective.
Gender
Gender discrimination was a formidable challenge to the'female artist as the

following comments indicate

:

"I was so scared to claim myself as an artist. That was the same time period

[the

1970s] when Pablo Picasso said, 'women can't be artists. They just don't have it in

them.' It was really hard in those days

because I

didn't really believe it, but I sort of did.

Despite feminism beginning to appear, men agreed that a woman's place in the

revolution, like the student revolution, was on their backs or at a typewriter and they
would say that to your face. That was a big chatlenge. It was not equal, and it's easy to
stand up on your soap box and speak your mind but when you're out looking for love and

you want companionship and there are cute men and they're your sweetheart, it's really

hard. A male art teacher was the one who sat me down and said,

'lf

you're going to be an

aftist, you're going to run into problems because men envy women. Women cannot only
I

create children but they can create art on top of

that. You are a double threat."

One of the artists metdiscrimination at the graduate school door: "Going into
graduate school one of the teachers looked at me and said,''Oh, another housewife.' And

l
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so I thought,

'Wow, why am I here?' But I got over that one and I had a very good

experience in graduate school and then I went on to teach."

Discrimination in the studio visit: "[n probably mid-eighties or late eighties some
people came to my studio and I allowed them to ask questions. And one of the men said,

'Do you consider yourself an artist?" Now, let's look at the picture here. I've invited
thern to my studio.

It is a working artist's studio surrounded by art and materials and this

person is asking me do I consider myself an

artist. Oh, my! Would you have asked a guy

that?"
Gender discrimination in the workplace: "This is not an easy place to hang onto
that

job and I work for less than I should. There are tasks that I perform that I'm not paid

for...I won't throw my whole life away on the principle that I make less than someone
else, even

if it's inequitable."

Women who exhibited together faced discrimination from the media, both in the
past and in the present, that trivialized their work and denied them professional art

criticism:
"When I moved back to Minnesota in1972 there were some things I saw in terms
of galleries and representation in the Twin Cities back then which was kind of a double
whammy for women, because it was much harder for women to get into a gallery, but
also there was concern, there was interest in artists who weren't from here"..we [women]
debated about whether we could afford to pay $10.00 a month to open this cooperative

gallery, and contended with all kinds of press that either talked about us as being the
pampered...suburban kept wives or the nasty, antagonistic dykes, or both simultaneously
but certainly of no account."
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"A show [the WARM exhibit of women artists in2007
came down got a

at the Weisrnan] that

just

little blurb when it first opened in the Star Tribune that was very

breezy, very dismissive in the end and by somebody who hadn't seen

it.

It was just kind

of, you know, and it wasn't a review. It was just a blurb about what's going on in the

Twin Cities but it said something along the lines of 'aren't we tired of talking about
vaginas?' basically. We[[, you know, here's this show, ffid blah, blah, blah. And it was

very stereotypical, dismissive, and that's so that's still happening." These comments
echo those from the media received by Judy Chicago, that The Dinner Party was

"liftle

more than vaginas on plates."
The media played a role in defining a major event held in 2006, reported by
interviewee Joyce Lyon. "[n the Venice Biennale this year, there was one part of the

exhibit which is a curated exhibit. It's calledThe Year of the Woman, THE YEAR of the
Woman, and it was curated by two Spanish young women curators. And when you came

into the exhibit, there was a presentation or a mini exhibit of the Guerrilla Girls posters

blown up enormously! You know, they were originally small but here TA DA! And
some of thern were reprintings of the early ones and then there was a new one. [t was a

'let's look at now and then.' So you say that

so now there are women in the Biennale.

We've come a long way-now there are women in the Biennale. Yes, but out of so many
hundred, there are seven, and one of them who is world renowned....only one pavilion,

only one nation has a woman who is the main artist of their pavilion. So there are. . . so
women are the curators of this exhibit. Yes, but how come they [the curators] were
introduced at a press conference as the Spanish girls."
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r/Rucial

D is c r imin atio

n

Gender and racial discrimination can take a sexualized form:

"As a wornan, it's really astonishing how entrenched the myth is that women
artists are not the same quality as male artists. Pivotal for me was when I moved to the

Twin Cities, and one artist that I've been in touch with through the years-and I just
wanted some marketing
was doing at the

tips-and I came to him, showed him some of my prints that I

time. He acted

surprised about the quality of the work.

want to give me any information. A second guy...says to me,

..

He also did not

'I didn't know you were

good.' Got no information there either. Itwas almost like if a woman said she was an
artist, she was akin to being a prostitute...because both of them had not given me any
information, but tried to hit on me. What I began to notice is that a Iot of women had to
be very cautious about how they presented themselves and their artwork because, again,

there seemed to be this notion that either you're not as good as or even

if you were, on a

level playing field, so to speak, and distract you from that by some other means. I can

truthfully say that I can count on one hand with a few fingers to spare how rnany male
artists were willing to sort of share information, share resources, networks. It is
extremely rare in my experiences."

And from another artist: "In grad school t had a tough time with...the male
students. There were incidences during my graduate school that were not good. Things
like...acouple boys, I call them boys now, atthe time I thought they were young
men.-.but who painted over one of my paintings with the idea they were going to show
me how to fix it or something like that, in other words, 'let me demonstrate something'
and

it was with one of my paintings and it was apicture of my mother and it really...I
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took it very personally and thought it was invasive and then another incident someone

was... getting his inspiration from the newspaper and painting people in wheelchairs,
whatever was in the newspaper and he was doing a rape scene, which wasn't in the
newspaper but he illustrated a story in the newspaper and was in a disagreement with me
and was going to paint my picture as the person being raped, which I did not of course

appreciate and I let him know that I'm a better painter than he was and I'd sneak in there
at night and put his face on the rape scene if he tried to do that and that he would be the
one losing out I mean and he didn't want me to touch his painting of course so that never
happened but that was a threat you know kind of, things like that. During the critiques

I'd

put up work and people would whistle at me when I put up my work and those kinds of
things that I just let go. I justyou know thought well, what was I going to do about all
these things, and I just let

it happen, I just stood up for myself, but didn't make too many

waves. I wanted to get through the system I wanted to get my degree, I didn't want to
make a big deal out of things but..."
Class

Recalling the earlier comment from Ezra Pound that in American poverty lays one
open to continuous insult on all sides, we hear from one interviewee:

"I

have a degree in

English...I did have some real jobs with real security that could have lead to a very
secure career, and

I always quitthem. I have always had marginal jobs that gave me

plenty of freetime [for art]. We have a caste system. They never talk about this really in

Americ4 but we have a caste system and if you reach a certain point of age or if you have
a certain level

of education and you are doing certain kinds ofjobs, well, that's looked
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down on and that can be kind of hard to put up with. A tot of people have expectations

of

you that aren't being met. People who aren't seeing you as an artist."

An artist's relation to background and heritage was in question: "The previous
generation on my mother's side was from the farm, Scandinavian American. I saw all
those attitudes and...I was kind of at a place where I said do I have to...repudiate my

background?"

Age
Discrimination based on age is particularly pronounced in the lives of women, as
the following cornments illuminate:

"You know you go to the movies and I

see actresses my age playing these roles

that are not leading lady roles, they're somebody's mother or some eccentric or
something like that, whereas the men my age are getting to play gods

still. That's hard!

That's really, really hard....It's really, really, annoying to suddenly find that there are just
certain things expected of women in my age group...I am not ready to give up. I am not
ready to head toward the sunset years...my co-workers

are22. I just hate the way our

culture does that to people. The way that as you get older, especially
you just get wriffen

if you're female,

off. And so a lot of my work is figuring out what to do with all that

anger and fear...After years of dealing with sexism now I have to deal with major

ageism...these things

will keep me up at night."

"[ am very interested in aging, issues of aging and how my body is changing

and

how women are treated differently because of their age and what they look like, so that
has been something

I've been plumbing, you know, working on reading, trying to capture

on film and it's hard, it's really hard for me to visually capture what I'm feeling about
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aging and the insecurities of it and the loss of sexuality seen by society, you know,
anyone thinking someone in their later sixties that has any sexual desires...people don't

talk about stuff like that
changed because

- it is slowly coming

out, it is slowly being addressed, so that's

I've never been this age before. It

has affected me because

I want to

look into it in an artistic medium. And that's hard...in words you can talk about it, but to
get that thought in a symbol or an image for rne is a struggle."

"I don't know if you've had this experience of going into a store and thinking
you're invisible...as a woman at midlife, because nobody's paying attention to you. I
don't see a lot of positive images of older women in our culture. One of my agendas is to
show images of older women but I don't want to just say that's the only thing, so

I'm

trying to right now mix it up. Older women, younger women, just kind of want to show
real women. You know again I'm back to reacting against the fashion magazine, the
media, you know what we should look like and these shows like the Extreme Makeover,
these people can

only be happy if they have six operations to comptetely change their

facial structure and what does that say about...Yike-O's! You know?"

Familial

Resp o ns ib

ilities

Historically women have carried the primary responsibility for child rearing and
nurturinB, as Hyde (1979) so aptly described, the bride "promotes family cohesion, for as

gift her function is to bond and stabilize the relationships among the family members

as

well as bear children" (p. 99). Seven of the ten artists who were interviewed have
children. It comes as no surprise that famity retationships figure prominentty in the lives
of the interviewees. Some of their comments follow:
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"My

1

second husband died three years the end of the month and I can't believe that

the time just melts away, it seems like yesterday, and then there's been some family
issues that have really drained me of my energies and
and each day works at

it.

I so respect the artist that comes in

You do work differently- there is more depth to your work or

more consistency, so I'm really trying to get back and just produce a little bit more."

"To me, men are about arrows, pipes, and wornen are about fans, generally
speaking. As t see the women I know, they are the ones that are the caretakers whether it
be of children, husbands, friends. I don't know many men that take care of their male

friends. I don't know many men, unless they have to, that instinctively take care of
children...Two days I have come here [to her studio] and it hasn't felt like I wanted to be
here... Family has surfaced as being pretty important right now. I guess they always
have been, but

youknow right nowthere are some issues...I have to watch it because my

fan can always be open."

"You know, here I had three children, but I was so motivated. I'd come home, I'd
fall asleep, I'd take naps on every bench. And in the car when my kids were at soccer.
People s&y,

'Well how did you do that?' Honestly, right now, I have no idea. I just have

no idea. I was younger, but I wasn't that young! I was 40 when I graduated. I had to

work at a lot of different jobs after I got out of school because I just was not able to raise
the kids and make art as a career. I hadn't figured out how to do it."

"I

had four kids under the age of five and my husband was a struggling student at

the University of Minnesota Medical School, and we really had no money. I was a

working artist. I wasn't really ajoiner. I really didn't have time for it, and I was quite

Women Artists and Leadership 132
focused, you know, I had my own artwork that I did even when my kids were really

little."
Survival Strategies.
Women artists developed ways to overcome the challenges of discrimination and
the peculiarities of a vocation in the visual arts. Their survival strategies are illuminated
through the following comments from the interviewees.

Financing
Nancy Robinson shared, "The primary adversity is the financial challenges.
That's always the primary adversity of being an artist. One way that I've always dealt

with that is to always have some sort ofjob that brings in some money. I haven't tried to
live totally off my art, although, I have lived off my art. My rationale behind this is that I
need to have a place to do my

art. I need to have a place to live. I have to have security

because I produce material things. I have to have a place to put them and to put my

supplies and I'm also a female and you can't live in dangerous situations. So it's one

of

the things I have done to address the financial thing is to provide myself with some

money that isn't from art and also not to get tangled up in some real career that would
keep me from doing my art properly. That's been the major balancing act that's really
hard, and

I've done it." Bette Globus Goodman said, "I share my studio. I

studio with two people who help pay for my studio...I don't know how

share my

long{'ll stay in

the studio except I can't print at home. I'd have to go back to a community dark room
and I don't think

I'd like that because ['m spoiled roffen...Every time I come in here I

cannot believe this is mine...I come in here and I'm looking and realizing this is my
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stuff. I should do a reality check." Dorothy Odland finds representation by u gallery
important to her financing: "I'm with a gallery and I never thought I'd be in a realist,
traditional gallery, but they've sold a number of my pieces and so I'm still with them." A
love of teaching sustained Marilyn Summers Cool, who said, "I know it was in my nature
to be a teacher because I always liked sharing information and opportunities with

people...this seemed like a viable career. Be a teacher."
For Leann E. Johnson, having a "back-up plan" was essential, and for her,
"medical illustration was that back-up plan." Johnson spoke about "the balancing act
between making a living or making art" and when asked if making a tiving chatlenged
her status as an artist, stated, "It's the unspoken challenge. Let's put it that way. The sort

of look of disdain. Or that vibe of dismissal where they're like. 'You're not serious.'

'You're not starvittg,' 'You're not living here.' 'You're not doing that.' So I'm like,
'Where is it written?' It's like trying to define'What's a woman?' 'What's an adult

woman?' 'What's afl African-American?' 'What's an artist?' [s there some handbook
we should refer to that defines who those people are? And, I'm all three, thank you very

much! So where is it written that I shouldn't

be paid

for what I do? Or that I shouldn't

be paid for my time, or my expertise, or my consutting? Where is that

everyone has tapped into this notion that you have to give your
or panhandling or whatever. That's just for the sake of the

art.

written? But

all. If it means

starving

And I'm like, 'Who

really believes that?' 'Who really is satisfied with that?' 'Who really succeeds at that?'

'Who's still living?' That's why I said earlier, I'm really an outrider, because I believe in
probably an old fashioned notion of artist that's an artisan. That you work at something
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but you also have your

life. You try to incorporate

that as much as you can without being

so out of whack that you're just not rational any more."

Joyce Lyon realized that, "Coming back to the Twin Cities

in

1972, there was a

challenge to figure out how I was going to earn a living. I came back single again, or
about to be single again. I had been married. I needed to find a way to support myself. I
needed to find a way to balance the time so that I could continue

working. I was well

committed to that. I needed to find a place to live that I could afford where I could also

work. I found an apartment on Franklin Avenue that had a room that t used for a studio.
I taught Community Education classes in a variety of places. Before I wound up teaching
at the University, I had been doing freelance work like that and some other arts related

things for about ten years before I taught again. And I began to find small shows. In
some ways, Minneapolis, at that point, had quite a lot of little galleries, not big ones or

college galleries. There were possibilities, but it was on a prefty small scale. I also came
back with the adrenaline of being on my own and though I probably wouldn't have narne

it liberation

at that point, there is a kind of energy that I now recognize in retrospect. Not

having very much money was not a problem. I was so invigorated about being able to
make a life that I wanted, and ['m sure there were more emotional ups and down but my

memory of it is that that carried me a [ot."
B.J. Chistofferson said, "I was a dropout in the 60s. When I went back [to the

University of Minnesota] I was able to use the credits of classes I didn't drop out of. I
got a Pel[ Grant for some of my tuition but they told me I couldn't go back to school and
be an art major, a studio arts

major. That if I was going to get help fronr them with

daycare and financial aid and the like I had to be a teacher or a dental hygienist or
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something. I couldn't go into studio arts. So I had to fight even for that. I had to get
letters saying, 'Well, if anyone's going to make it, she's going to be able to."

Christofferson recalled, "[ had to work at a lot of differentjobs after I got out of school
because I just was not able to raise the kids and make art as a career. I hadn't figured out

how to do
different

it. Didn't have a clue how that was going to happen.

jobs." Christofferson ultimately

And so I had all kinds of

made a decision, which she explained to her

kids when her youngest was still a teenager, "I need to make art and I don't know how

I'm going to do it. I'H probably still

have to work but

it's gotta be...I'm gonna do it no

matter what. And I said it might even be harder than it's been financially because I don't

know how this is going to shake out. I need to make stuff and I don't know if anyone's
gonna huy

it.

And if they do that'll be good and if they don't then I will have art from the

floorboards to the ceiling and when I'm 85 or 90 people will say, 'Yeah, that's her.' And
my kids just said, 'Go for

it.

Just do

it,'

and that

['m going to make what I internatly hear

that needs to be made or seen. And the irony of it I think was that that's when I started

selling art." Christofferson faced down an unusual and somewhat creepy purchase
request: "While I was [at work] a guy wanted to buy something from me...but he wanted
me to say on the back, 'This is the bestpiece

I've ever made.' And I almost thought

about doing it because it was $200 and at the time that was a huge sum of money. But I

thought,

'I can't say that.' I felt like I was in the Twilight

Zone or something. And I

thought, 'What if I say that and then that's like out there then. This is the best thing I've
ever

made.' So I called him and said, 'No, I can make the piece for you but I can't write

that on

it.' And that was what he required

fiom every artist he bought from. He required

them to say that. I said, 'Well I can't do that.' He said, 'You have to do

that.'

I said,

'l
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can't.' Now I look back on it like... it was the devil coming up to me saying,'A[[ you
have to do is say this is the best."
Pat Olson spoke about wealth, "how much is the struggle part of your influence.

I've

seen people,

I have acquaintances who are, have trust funds, and in some ways that

was a big impediment for them I thought. Nothing had a certain imminence about it, and

in some ways they struggled more than I did. I had to do something you know. What
would I change? When you think about it it's all of apiece. Maybe I shouldn't have been
so naive about having an arl career, but then I wouldn't have had an art career you know.

I don't know what I'd change. I mean I have my complaints, don't get me wrong. I wish
I had more time you know to devote to my own work. But somehow the work gets done.
And again I don't know how much, if I had all the time in the world would I, in some
ways when you have to choose what you're going to work on, that you don't have all the

time, you work on those pieces that are important to get out there. You don't diddle
around."

Maria Santiago spoke candidly: "There were always men. There were always
men in my life that I would rely on and that's because of insecurity on my part. Coming
out of an insecure environment and going into a new environment there was always some

fellow that could help me out. By the time I was a sophomore in college I had a fellow
atrd we got married and he helped me out financially, I could live in his apartment, I was

surviving. And I was a good friend to him too. But I have relied heavily on my male
friends to help me out and I've had a different kind of help from female friends than from
male friends. With female friends, it's more emotionallrelp that I've found. From my
male friends ['ve found some practical, practical things."
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Connecting
One of Pat Olson's survival strategies was to create a kind of safety net of people.

In relation to feeling like she might have to repudiate her Scandinavian background and
heritage in order to be an artist, Olson benefited from connecting with teachers: "When I
got to college and actually met people who were artists and they were my teachers, this
was something

of a revelation, and Jerry Rudquist had a Scandinavian background like I

did, and he had a similar working class background and he was just kind of a regular guy
so I got some sense that, well this could be rne...he had certain aspects that I could

identifu with." Later in her vocational path, Olson related: "There is a point in my career
in the mid 80s I had a baby and a couple other things, printmaking wasn't doing it for me
anymore and I was trying to decide what to do and I kind of recommitted myself to

painting which I hadn't done for a while and then I decided that I wanted a group of six
people, six people and I don't know why I came up with six, I've since heard that John
Barryman said every author needs six good readers, but I didn't know that then, I wasn't
paying attention, but I wanted six people who cared about my work and the criteria was

if

I told them I was going to quit painting they'd try to talk me out of it. So basically, that's
what I see as success that I've got six people that really care what I'm thinking about and

what's coming out tfuough the work and kind of understand

it. So that's how I've

redefined success, personally, for me."

Community was also important to Nancy Robinson:

"I

was able to find a

community here in Minneapolis-St. Paul. First, it was through the MN State Arts Board
where I just went as a young artist and didn't know anyone at alt. I had three slides

of

paintings, and I went down and I talked to a wonderfirl artist narned Lee Bjorkland...who
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said 'Cal[ up this woman fiom WARM [Women's Art Registry

-

an art collective begun

in Minneapolis in t972J.' He told me some other opportunities but he said, 'this is a
good connection to get connected with these women. They're very dynamic and they're
addressing the inequalities that women

have.' Minneapolis-St. Paul is a really good place

to be to find support. I've been supported by people buying my work---or a grant...by

going to art openings and showing my art, I found a lot of support." In her early years

as

a photographer, Bette Globus Goodman needed community to produce her photographs:

"In the begiruring I worked in a community dark room

- Film in the City was about the

most wonderful gift to photographers in the Twin City area and they would bring in
master photographers in the summer to do workshops and

it was just terrible-it was

a

tremendous artistic loss when Film in the City disappeared." Although Georgeffe Sosin

didn't consider herself a joiner,

she said,

"I

was a member of

Artist's Equity at the time

[1960s and 1970s] because I believed in equal pay for all artists and fairness across the

board." Georgette Sosin was also a member of A.I.R. Gallery in New York City, "I was
very

arctazed that

I was invited, but that happened because I had left some slides at the

Sculpture Center, and somebody saw them in their files and wrote me a letter asking me

if I would submit...I didn't even know what A.I.R. was. It was really embamassing
because I wasn't so much involved in that aspect of

things. I really enjoyed the

experience. I was only there for a couple of days every year. tt got me to New York, got
me to be able to spend sorne time inthe Metropolitan Museum...I never really got to

know the artists there very well because we were there for such a short time. But t did
meet a few people, and got a chance to see their studios.

It's hard to be an artist in New

York, and I saw that. Everything's more expensive. And getting materials...it's a little
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harder, I thought, with the people I saw. But then there are other opportunities that we

don't have here." Dorothy Odland said teachers were always important in helping
overcome challenges and also relates to the community of teaching:

"If I could sell more

it would mean retirement from my teaching...but I like the community. I happen to like
that kind of thing. My parents were both teachers, so you know..."
Joyce Lyon was invigorated by liberation on her return to Minneapolis, but also

"came back to even richer friendships than I had anticipated. Pretty soon after I cam
back, Elizabeth Erickson and Pat Atmore, then Pat Atmore, now Patricia Near, we
discovered that WARM was started. I think the first time we went to a meeting was in
the spring of

'73. And so there was this excitement of discovering that there were other

women who were equally adrenaline invigorated, and it was good! I applied for
[teaching employment] as things came up but there weren't very often opportunities."
Jantje Visscher helped Lyon understand that she needed to keep applying to the

University as, "in the last go round there had been interest." "My firstjob," said Lyon,
"was as a part-time sabbatical replacement, and then I was a one-year contract. . .l started
part-time and almost all the women I know did. And this is not true now. I...

I

t think

the women's movement of the 70s...was verypervasive...And I thinkthat my group

of

artists contributed to that but we also benefited. I think that there was a larger kind of a

cultural context, which was influenced by other things that happened. It's like the world
was moved or the American world was moved. Having that tittle bit of shift.

..

allowed

some more specific things to do with the University with the gender...
[a woman] actually

filed a class action suit claiming discrimination and not being given tenure, I believe. But
made

it into a class-action suit, which

she

won. And this was in the 80s. And tied to this
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was that each department at the [Jniversity had to do self-inspection. And women who

were employed, but who had received lower salaries, were given bumps up. In my
department it was mandated that the next hire go to a woman. The next tenure track hire
go to a woman...there was this mechanism which forced something which then was

survived. So then there were three women in the department. Then things moved a little
more...It really in some ways does validate the notion of little gestures by lots of people
can make a difference."

Joyce Lyon was named by artist B.J. Ckistofferson as a person who helped her
connect with others, "Joyce Lyon, that's how I got connected with WARM. I was a T.A.

for one of her classes and she was great." In the period of time she was at the University,
Christofferson fought for her survival, getting a Pell Grant despite pursuing a degree in
fine art, figuring out ways to salvage her Pell Grant when she didn't get a high enough
grade, and standing up for her beliefs regarding art making and art critique.

Christofferson also gave much credit to Krista Walsh, whom she met through WARM:
"She used to have women come over and just get together and talk and eat. She's been

really, over the years, really helpful to me and really encouraging. She'[[ say, you just do
what you're doing and don'tpay any attention to what anyone else is doing. That's kind

of her philosophy. That's what she's told me over the years, and I think that's advice

I've gotten from certain teachers, too. 'This is what your vision is, you just do it.' This
is

just so personal...it's hard to talk about this without sounding trite. But I just have to

do it so it doesn't really matter what's current or what isn't."

For Pat Olson, the community of WARM was "partly about, and partly one of the
things I was interested in, was developing a critique technique that would help people.
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And it meant that you had to, as the person who was going to engage in that discourse,
find out what that work was about...what we have now is an alternative structure, so I
was teachirrg at that point and I came out with Elizabeth Erickson with the Women's Art

lnstitute over at MCAD in June...we have this supportive, challenging group, and were
able to model, over the course of three weeks, what an alternative situation could be."
Says Olson,

"Well Lone Wolfis the Western art history myth, basically, that I kind of was

taught about, Jackson Pollack rides in from Wyoming and starts flinging paint
around...changes the course of Western art. Well, he didn't do that quite frankly. He
came to New York and had mentors and had a support system, as

it turns out very

influential support system, not only in Clement Greenberg as a critic but also his wife,
Lee Krasner, as the ultimate enabler of bad behavior, and the myth of the genius heroic

artist. And so I do think women in the early 70s, and WARM was certainly part of it, had
this sense that that wasn't working and that, yeah, we could go into our studios alone and

work but at some point we had to emerge into some sort of area that wasn't entirely
public but was still reaching out, you know a coflrmunity. The word that's coming to
mind is temenos, which is a Greek word that I understand comes, means sacred space.
And of course, WARM wasn't perfect and alt that stuff. But you gathered around. You
bring the work to the sacred space. The people that understand or the people you trust

will understand, I mean Women's Art Instirute is about developing that.

So people can

you know make this presentation in a way that will serve them and wilt help them to

grow. It's not that everything is rosy or that you tell people they're doing great work
when they're not, although when they are doing great work you tell them. Looking back,

WARM didn't say, 'Oh we're going to do it and we're going to do it this way.' There

are
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just certain lacks in the culture that we wanted to address. So that there's an old story
that goes around with WARM well, we didn't know much, but we knew to put our chairs

in a circle when we had a meeting. Which right away says everybody's voice is equal,

it's nonhierarchical, we're going to look at each other square in the face. And again you
were at some of those meetings and you know it didn't always work so beautifully, but

you know the form, somehow the form was there."
Maria Santiago also connected with WARM, serving as a Mentor and an artist to
whom rnany looked for advice and support.

"I'm very

interested in the idea of

illuminating dark places and going into the shadow and pulling out the golden parts of the
shadow and that's what teachers do

* they illuminate dark spaces and they bring light and

borrow it from someplace else, so we're like the moon," said Santiago. About one of her

works, Woman Dancing with her Shadow, Santiago shared, "...that particular piece, I
have a lot of thoughts and ideas about art and that particular piece was about creativity
and about self-discovery and this is something

I made for the WARM organization. That

was for a fund raiser and I donated some of those prints to WARM hopefully for them to

sell."

Creating

Art

The act of creating art was, itself, a survival strategy. Nancy Robinson said, when
speaking of being an older female in a youth-oriented culture,

"A lot of my work is

figuring out what to do with all that anger and fear. What if I do get written off? The only
defense for me is to make

it into something beautiful-and

so I make

it into art somehow.

[...] I'rn not sure I'm having any experiences that no one else is having. But if I am, I
wouldn't want to put that in paintings so much. I want to have it be more sublime."
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Bette Globus Goodman worked her way through the technical and artistic challenges
photography,

of

"I didn't even know what an enlarger was when I started. I didn't even

know what a 35rnm camera was...I went to Normandale Junior College to learn how to
work in adark room. To understand photography and the physics of

it.

But you're

constantly learning and now I feel like ['m an archaic element in the world

of

photography because of the digital revolution...it's extremely difficult to buy a good
camera with

film now, everything

has switched

digitally. You can't

get the papers you

used to use...I was holding my breath getting chemicals...I love black and

white...I'll

claim this I think until I go into the ground, I think digital right now, they have some
wonderful printers zurd I've seen some art that is wonderful digitallyprinted...okay,
that's really good, but you can't compare it to a silver gelatin print. There's a quality

that..." And on getting into photography and setting up a studio, Globus said, "somehow
this photography thing just grew, grew. Like a debt. You start out small, small, very

innocent. It goes, goes, goes and then you get excited doing different work and scale and
materials and it has been truly a life source for me...it wasn't like, 'Oh, I'm going to
become a photographer,' but I do feel

I keep on trying to push myself. I want to get

better and better and better. I need the discipline of coming in and producing my work."
Focusing on art was a defining strategy for Georgette Sosin, who said,

"I

was really more

focused on just working, doing rny work, ffid it was pretty individual, solitary.
Whenever I approached a subject, I really felt that I would research it and work hard at
learning to do the best I could with it, and focused, you know, pretty strongly and you
have to." But Georgette's survival in the arts had another quality to it, as she said,
at that sculpture [referring to the one on an outside wall in the courtyard of Abbott

"I look
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Northwestern Hospital, Minneapolis, MN] and I really don't believe I did

it.

There's a

distance that happens once you've done with the piece. I don't think you ever arrive. It

[art] is a very amazing process because it's a combination for me of, you asked me about
meditation, it's kind of an out of body experience in a way because I can go for hours and
not even know that hours have passed." Marilyn Summers Cool stated, "I think it is a
seed [art] that was planted. I think

it is a desire to create. To make things and do things

in a creative manner has always been a part of who I am. I am a tinkerer...there's still
that element of play that-god, it makes art firn." Echoing the words of Ellen
Dissanayake (1998) that art has selective value because "the arts are sources of pleasure.

Nature does not generally leave advantageous behavior to chance; instead, it makes many
kinds of advantageous behavior pleasurable" (p. 6) Summers Cool said, "If it weren't fun,

I don't think ['d be wasting my time. You know it has to be, there has to be a pleasurable
element." Leeann E. Johnson described using art to mediate her emotions when she
created "a bunch of sketches that wound up being ironically the most calm pieces

of

anything t had ever done" in response to an ugly encounter with a supervisor. "You take
something that uncomfortable, that negative, that nasty and still make it your own and

still survive and possibly fly in spite of that." Johnson fi.rther expressed: "I know I do
good work. The challenge is I have nothing, no one outside of myself and what I know,

to validate that for those who need that validation. The only thing that sort of keeps rne
from bouncing off the four walls from time to time is realizing that a lot of artists who
were wildly popular in their time, we don't know about them, So my - - [ hate to use the

wordfantasy because that just gets so maligned and that word has taken on so many
permutations that are so far off the point, but I just have this notion that long after I've
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cashed in my chips - - well, no I was not

wildly popular - - I'm not wildly popular but

that may change" I'm not dead yet. But that someone

will find

some of my work that is

out there that people have bought and think ''Wow, I really like this' and start hunting up
the other pieces I've done and just realize that despite the fact that I didn't have these
bench marks to validate my work, that

and go,
a

it did and does have value. Someone will find it

'Hey! Why didn't she do more of this?' Well, because rent was due. It's called

deadline." Joyce Lyon spoke about "being influenced by the discoveries of the

women's movement in the 70's and 80s which put a priority, discovered that it was a
right to put a priority, on experience and personal and to make translations of that into the

visual." But said Lyon,

o'[

am more alive when I am

working. I'm more alive when ['m

working and have been engaged in the process- I'm also more alive when I have put
work out and had people respond, so there's this connection." Lyon received a set-back
when she set out to do "a blitz on Chicago" twenty years ago. With the help of an agent,
she had several possibilities

for shows and from them selected the one that appeared to

have the most potential for her career. "Then there was a fire in that gallery btock. I was

lucky. I lost three pieces- There were artists who lost enormous amounts of work. And
they closed." The campaign in Chicago "went up in smoke and I didn't do it again. And

I should have done it again, and I probably should have done it in some other places."
B.J. Chistofferson said,

"If I start to make something - I don't care how far I am into it,

if I don't think it's moving
because

me or

it's not doing what I want it to do, I just abandon it

I'm not wasting any more time. I just don't feel like I want to waste time. It has

to just do something for

me. Move me. The process

has to move me in a certain

it's just not coming together, I just pull it apart and start over or abandon

it.

way.

And that

If
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isn't to say that I love everything the same, I do love certain pieces more and have to
have them around for a while before I can sell

them. Sometimes

I'll

even keep things."

About creating art, Pat Olson says, "There's that old thing that every piece of art
is really a self-portrait you know. It can't help but be. I'm really committed to painting
as a medium;

it seerns to me that one of the things I like about it is that it's really, really

difficult but it

has a really wide

range. So unlike, say, printmaking, which in the right

hands I think has a wide range. But basically the way I was doing

first and then you executed

it.

it is you had to plan it

In painting it's a continual working with the material, the

material suggests things, you're constantly responding back and forth. I see it as really

fluid. I see it as having

a dialogue with the materials. The materials are eloquent and this

all comes out of a long time working with them and listening to them. Wel[, I like
making things

l

I rnean, yotr know, I guess what gives me the greatest satisfaction is to go

all by myself into my studio and spend some time and have something done and then you
know come back and think about

it.

And then it also gives me satisfaction to show it to

other people and have them respond. But I think I've got to give priority to my own
response first. And then there's my six people and then there's the larger group. In some

ways, a really kind of big public response, it's just, it's nice but it's not...I mean
everybody wants it and so do

I...I'[l tell you something

that was really satisfiring for me

that happened last year is that I made this anti-war piece called, Operation Mopping Up.I
showed

it here, it's a memorial piece basically, it has all the names of the dead that I

could find from lraq, both rnilitary coalitionand lraqis, and it's kind of on pieces of paper
and then some have this image of this woman mopping up with these names and
newspaper articles and just kind of digital and painting and

it was pinned on a clothes
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line. And I showed it here and then it got into the Minnesota Museum of American Art
biennial and they bought it, which

r,vas

nice, for their collection. But then I had this sense

that since it was a memorial to the dead from the lraq war that I shouldn't be basically

profiting from this was anymore than I think Halliburton should, so I was able to arrange
through the college here to donate the money from the purchase price to a women's
organization in Iraq. We had a little thing where Sami Rasouli, an lraqi, who was the

kind of the go-between was here and talked about what's going on. And oh, stuff you
hear on the news,

it's

ten times worse."

Maria Santiago said, "I go inside a lot for my influences and I don't even know
where inside is or how things corne through but I feel I'm very intuitive and that, and I

think some ideas are floating around inthe air and youjust pick them right out of the air
as though you have an antenna or something, and out

of the inside of me, but definitely

I'm influenced, like when I was doing my glass mirror sculpture, which I thought was
very original, still there were influences like the Japanese garden where, when you walk
around what is hidden and what is revealed as you walk around in a Japanese garden,

which is a design concept, philosophical concept, of course that had something to do with
my aesthetic of why you knowthe back side of the mirror might be blocking aview."
Santiago described a kind of seriousness that she had as a younger woman:

it's like someone knocking on the door and you're ignoring

"I think that

it, I feel like t don't know

what's on the other side of the door exactly but I'm ignoring the knock on the door by my
muses. And they, I don't knowwhat's in store for me but there's always ideas out there.
Whether that idea would be beneficial to someone else, or be about myself I don't know

yet. But I feel that, I kind of try to close the door...I peek out there once in awhile with
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go away for a while

I can't deal with you. And so the most I

the latch on the door.

.

can do is write it in

journal or something. But yes, I don't know that I have something

a

.

...

great, but I think everybody has something and

if you plumb your depths, I'm

sure that

sometimes you can articulate some small thing that some one else can't articulate and it
does something for them and that happens to
someone and sometimes

me. I go and look at artwork done by

it clicks. Or it might

be apiece

of music or something like that,

poetry or movement you know, dance or something, it does something for me, so it rnust
do something for other people when I put something together and it and it doesn't have to
be big, but I like grand ideas."

Positioning as an Artist in a World of Change

- Acknowledgement of

and break from the traditional.
Each artist in her own way had to position herself and her work in relation to the

momentous social changes that were calling every aspect of life into question. There was
a great deal of dissonance between the forrnal art training women had acquired and the

new demands of the women's movement and women's art movement. The fo[owing
conrments from the interviewees illuminate the struggles they endured and the new vision
they brought to their work. In order to delve into the complexity of this section each

interviewee will be taken in turn.

Nancy Robinson

"OnNew Year's Eve, 1974...I started

a large painting called The

Model. It was a portrait of a woman standing in the middle of

Artist and Her

a giant canvas painting a

man. He looked like a worker or a street person or someone wearing women's clothes,

Women Artists and Leadership 149
and the painting was about a woman not being the subject of the piece, but of being a

painter instead of being the model. The interesting thing about that is that although I
started with myself being the painter,
face and the

I ended up painting

a

totally different person in the

hair. Just someone I made up who didn't look anything like me because I

was so scared to claim myself as anartist. ..Later when I was close to finishing the

painting of

her-it

was a very cool painting, a very beautiful, incredible painting

couldn't believe I was doing this painting

-

-I

I painted myself in the corner. It was from a

small photograph of myself. I was.r{orrirrg off the side of the canvas, and it was
l

recognizably me! I managed to get myself in the painting, but the artist who was painting
the model was

still another woman. She was tall and strong and

a beautiful blonde

woman with a beautiful dress."
When asked what the most radical art act or decision she has made, Robinson
stated,

"l thinkjust

artist-it's

to do

it.

That's probably the most radical act. To do the art. To be an

becoming more and more of a radical act by the

way-Age definitely

makes

you have...its more and more a radical act to continue being an artist. Y*p! That's the
most radical act."
The commitment to develop her own vision is strong.

"I do figurative art, and

when I first started doing it nobody was doing it and I would get rejected from

everything. People kept saying to me, 'Nobody does figurative art anymore. It just isn't
done anymore.' And this wasn't just here,
somewhere, you didn't do figurative

art.

it was everywhere...If you really wanted to get

So, I managed to find a few people, like David

Hockney, wffi doing figurative art. . . But I felt very embaffled during that time. I was a

really young, inept artist and that was partly why, but the trend has been toward rnore of
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an acceptance

of a lot of different art forms, so that's felt very nurturing to me. During

the seventies, for example, I couldn't really picture myself having a lot of success. Now I
can picture myself having a lot

of success"..that trend toward a more all-inclusive view of

art has been a trend that has influenced me, it's made me feel that I can do whatever I
want and there'll be a market for it."

Bette Globus Goodman

"When I started with photography my husband and I were doing a lot of traveling
and I wanted to document some of the places we went

to. I was very phobic about the 35

firm camera because I found it so, you know, it was a lot to learn. But I started slowly
and I would take classes, and

it would just build and I think, it's hard to articulate except

that photography has also served as a really therapeutic medium for me to delve into my

life and connect with the world and I feel as if some of the issues, like on aging, or the
underbelly of motherhood, orjust being a female are universal issues and so few people
take the time to talk about

it, including myself, because of the fear of being seen as odd,

or too candid about your life."
When asked about her most radical art act or decision, Globus Goodman
responded:

"I think when I started doing the underbelly of motherhood,

because as

I

aged, I realized that this thing of motherhood is so romantically beautified by our society
and really

it's not truthful to young women. The responsibilities of motherhood and also

to realize that there can be disappointments along the [ine, too. I think we all-when we
have these beautiful

babies-think that everything's going to be perfect from

a myth of our society for

here on,

it's

women. So I don't consider it radical. When I started that

series, which was a very successful series for people to relate to, I used my own body as a

Women Artists and Leadership

1

5

metaphor and I think when I did, a few more conservative people had a little problem

with that. And many of them didn't even know it was me, but it was obviously not a
young body. When I use my body in photography, and, it's amazing to me, I forget it's
my body. I'm intent on getting to the core of the issue that I'm working on. So rn-y body
is so irrelevant to me. So when my kids come in and see my nude body, you know, it's
upsetting to them. I have sons, and it was very upsetting until they got a little older and

really understood was I was trying to do. I think some people are comfortable seeing
nude bodies and others aren't. I did one of Herschel that I just love. I wanted to do
something, a large piece of parts of his body and parts of mine as a remembrance of our

relationship. We were married twenty-two years and I went with him eight years before
getting married. [t was a significant part of my
done of him and

life. And I came across a picture I had

I loved it and I, some of his family

was

just, they don't even want to

see

it because it's too upsetting. They don't want to see him portrayed that way. So I don't
know if it's radical. . .I don't know, is honesty radical? I have difficulty with my own

work thinking of it as radical rather than

a

reflection of humanity and issues that we all

go through if we live long enough."

Georgette Sosin
Sosin's experiences in the arts were somewhat different than the other
interviewees because, for one thing, barriers to her simpty didn't exist. In her words,

"I

have to tell you that when you're not aware of them at all, and you're pretty determined

to do your work, that you don't quite see as many as maybe somebody else who is not so
sure of what they want to

do. I'm

sure they were out there, but I worked in factories later

when I was doing my welding. t got along well with men, very well, I wasn't awed by

1
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thern in any way...I was really more focused on just working, doing my work, and it was

pretty individual-solitary." For Sosin, "nature was always a huge influence as it is, I

think, for many artists. I've always been interested in science...at one time wanted to be
a doctor and was very, very interested in physiology and

biology." Her

constants,

"nature and science. That has manifested itself differently over the years in different
ways."
Sosin's frustrations in academia were due to the limits imposed on her studies.

"I

went to Sarah Lawrence College in New York and there, because they only teach three
classes for the entire

yetr, you take all three but no others. I couldn't take both sculpture

and painting...you couldn't take two art classes. I ended up taking

painting. Why, I

can't tell you...I used to stand out in the hallways and watch [the welding instructor's]
classes, but

I wasn't allowed to take welding when I was taking painting, which was very

frustrating forme...Again, my aunt was my mentor because she also worked in many
different materials. [n those days, it was not looked upon very kindly. In college you
either studied painting or you studied sculpture or you were a printmaker. And there

wasn't very much of an exploration, as there would be now where you can try lots of
different materials. So now atage72,I must say I'm trying alt kinds of things. I love to

experiment." Sosin counted herself fortunate to be at Sarah Lawrence when Joseph
Campbell was teaching,'T.{ow we know him becar.Ee of

Bill Moyers, of course.

He

allowed me to sit in on his classes because he did not have anything but seniors in his
classes, and it was one of the few lecture classes. Mostly

it was discussion and I would

sit in there with five or six other people. That was a class. There you sat and listened to

him, and there may be 20 to 25 people. He was the most brilliant, charismatic genius I
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have ever heard. He influenced me in many ways, and, I think maybe I didn't realize

it

until now even in the last ten years. One of the things he said that I think has influenced
me a lot, and he did say this on the Moyers program, so you probabty heard it, he said

"It's time now that we'need

a new

mythology." He means this through the arts and other

ways, and that has influenced me a lot because it's made me think about my time that I'm

living

in.

What's different for me,

now. What do I know

that other artists didn't know

who came before me. I have to say that's where the science comes in, and why when you

look around and you see pictures of galaxies and for me, that has taken me away from the
earth and back and forth to

it.

The picture that we have of ourselves is so different in my

generation, and yours, than anybody has ever known before. The pictures from the

Hubble Telescope just blow my mind. I feel like this is part of our new mythology and
rny using that to show the bigger picture is really, I think what influences me a lot and
has overthe last,

I would say, 10-15 years anyway. Other influences

came from artist

friends with whom she traveled to the Southwest: Marilyn Summers Cool, Jim Con away,
and the late Diane Williams.

Sosin's unconventional artwork put her in situations where she had to prove

herself. "I was always surprised when people would look at me and think that I really
didn't know what I was doing. That would rnake me kind of smile and it always tumed
out wonderfully well because, as one example, I worked in a factory and the guys had
some pin-up things which they always do around where they work and when we first
came I just looked at them and kinda smiled and then I noticed that they were taken down
and I never said a word about

it. It didn't even bother me, particularly,

but they became

very respectful of me; they showed the work they were doing; they were assigned to be

Women Artists and Leadership 154

my assistants. They probably didn't like that too well at first, but then they became very
proud of

it. They would call over their buddies to come and show them what we were

doing and I've seen some of these people even now in this time of my life who have
come to shows and said to me, 'Do you remember me? I worked with you in the factory
and

I so much enjoyed it.' So I've never had the feeling of any kind of negativity. It was

always a kind of 'show me that you know what you're doing,' but that might be true
among men even, I don't know."

When asked about her most radical art act, Sosin responded, "I think the most

difficult and I wouldn't call it radical, but I would call it difficult, physically and every
other w&y, was doing the piece that's on the [outside] wall at Abbott-Northwestern. That
was a competition that I won...l really had no idea what I was getting into because I had
never done a 35-foot sculpture in my life...I hired a wonderful guy to work with me and
we took turns being boss. He was a far better welder than I was...so if it was something
that he knew better than I did, then he would take over. If I knew the design, working in
certain ways that he didn't know then I would take over...it took two years to build that

piece."

Dorothy Odland
Odland said, "I've always done strange performances" and recalled a radical art
act involving some creative uses of materials in the art building which upset the janitors,

who could care less about performance pieces when it obstructed their work. In the
classroom, she recalled, "In graduate school certainly it was color field painting on
shaped canvases, a lot of the ca.nvases were shaped, and so it was, of course, what was

happening at the time. And you find out later that you weren't the first person to do this,
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somebody else has already done it, but that's okay too. Abstract expressionism was very

popular when I was going to school. I came to the realization that I wanted to paint what

I saw, so it would be like a frozen rnoment, stopped in time, whether it was in between
daylight, dawn, sunset, or whatever time of day it was, I wanted that one moment that I
could put down. That special moment..."
Odland is an avid traveler and leads groups to major art museums and churches all
over Europe, which has "enlarged my scope of things," she said.
series in October at the art center and

"l'm doing a lecture

it's about color but it starts out with Giotto...and

the second one we are going to talk about Giovanni Beltini...together you have a sense

of

how much they started...the modern approach coming out of the Byzantine." Odland
admires the work of Gauguin, whose work brought her to tears more than once. She
admired local artists Je.ry Rudquist and George Morrison and advocated for an exhibition
at

WARM, of which she was one of the original members, "to honorthe men who have

helped us money wise.

. . and

oh, wel[, that did not

fly."

Said Odland, "They got really

ticked at me for that one. And I'd bring it up all the time. And they kept saying there's
too many women that haven't shown yet, which is true enough. I thought we could have
done the community a great service by honoring the men that helped us out."

Odland related an interest in multiculturalism, "I started collecting Navajo
blankets and rugs in the 70s and we had a big show at the Institute with 18 pieces of it, so
the traveling and the collecting Native American objects resulted in going to a lot more

powwows. I went to 18 Sun Dances, which is a ceremony of rejuvenation, healing,

so

you'd be outside for four days and so then I was beginning to be more and more in touch
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with the landscape, the weather, the wind, the sun, night sky, all of those things and...it
just enlarged my sense of the landscape."
Odland had projects in which she, like Sosin, worked large:

"I did that

commission with Hudson Hospital forthe big mural, which is 10 feet high by 20 feeton a
curved

wall. I did

some work for Andersen Windows when they were preparing these

big huge structures for the Astrodome [inTexas];l did clouds in the sky way up 30 feet
high, I did trees that were 30 feet high and 60 feet long...there were a number of people
on that first tree project but after that I was just one woman working in this whole big
warehouse with men and I was working with one of the students who was in charge of
marble and scaffolding"..it took a few months."

Marilyn Summers Cool

"I think I was a young sponge,"

said Summers Cool about her early years.

"Everything was juicy to me. I loved materials. I loved process, I still do. It was hard to
rein me in, and I don't know if I completed amaster's if I would have seffled down, so to
speak, or would have found some way to incorporate everything so

I could be on

a

consistent path. But I have always been one intrigued with change, opportunity,
something that excited me in the moment, somebody I admired. I always knew I would

do art. I'm a person to this day that saves rny doodles...My nieces and nephews have
been influenced by my excitement over drawing, so occasionally I

will duplicate my

doodles and send them to them. I had taken this group of women [doodles] and laid them
out on a piece of typing paper and xeroxed

it.

I had it up on my refrigerator when

a

friend came over and said, 'what's this?' I said, 'My doodles.' She said, 'Oh they're

wonderfull' I'm acalm looking person, but I'm a person who's always doing something
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with my hands...I'm always noticing colors. I just love fall, and in the fall, I'l[ notice
colors and how they change when they're in the dying process, which begins to be
symbolic for me. I keep thinking that's where those weavers get their colors. That's
where those knitters get those colors. I'm always, thinking. I don't think there is a day
that goes by that I'm not relating to something about materials or ideas."
When asked about her most radical art act, Summers Cool replied, "When I
moved to Minnesota, it was an opportunity to connect with WARM and to change my

thinking about my art, and that I could do 'statement' art. Prior to that I had an
association with the Fine Art Consultants of the Southwest and this other group in Dallas

who dealt in fine arts that were selling my work. Compared to now, I was selling a [ot. It

wasn't exactly decorator art. I tried not to make it decorator art, but I was turning things
out and I think moving up here..-it was the beginning of the Feminist Movement...I just

felt very charged by other women and what they were doing, and I guess I could say
excited for them. I really was excited...a little envious...but excited for them, too. But
they felt like they knew what they needed to get out, and I was still searching for how to
express myself. I had to knock on some doors."

In struggling with her personal vision, Summers Cool shared, "I think ['m a mark

maker. I enjoy color and texture and elements of the sun. I enjoy getting excited about
something. I enjoy changing. I get frustrated because I sometimes change my mind in
the middle of the road. What I see with sorne of these artists is a consistency that I

admire. That almost has, excuse the expression,

a maleness about

it, and it has to do with

consistency and approach. To me, men are about €urows, pipes, and women are about
fans, generally speaking...I see women as fans, which makes it really hard to be an
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affow. The women who are not tike that-they can still have a strong, it's like
fan. They can do this [gesture

as though opening a fan], but they

a closed

know how to close the

fan and be more directed."

"You know I

used to

jus[ play with color, textures, design, and all the elements of

design and was very interested in how things balanced. I grew up with my art in an
abstract sensibility and I was intrigued by going beyond that, but I really

didn't know

how because I was encouraged in an abstract manner. That was the way the institutions
were looking at things back then. That anything that had been done formerly is pass6.
They taught you, and had you look at the past, but it's like, at least as I was told, that was
the past, this is

now.

So

I had to, I found myself changing in time with that attitude just

due to my own frustration and I think when I moved here

it enabled me to start looking

differently. Moving to Minneapolis, to a city of this size and of this level of
sophistication, WARM with its possibilities for women artists thinking differently really
opened the door very wide for experimenting in a different manner without having to say,

'But it's abstract. But if you turn it this wfly, it's abstract.' You could really begin to
express yourself however you wanted, and I felt that was not only allowed but

encouraged by women."

Leeann E. Johnson
Johnson's path straddled another kind of divide,

"I really dug my heels and got

into it in the mid-eighties. You had these folks who were doing commercial art and
there's this great schism between cofirmercial artists and fine art. Where I went to school
was in Eastern Pennsylvania. [t was like 'east is east and west is west and ne'er the twain

shall meet.' On that campus there was this battle between the commercial and the fine.
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One of my instructors, undergraduate, who, I don't know what the story was, but he had
his own fixed opinion and if you didn't match that, you were just out. He was very clear
about that. If it was representational, he would dock you for it grade-wise. Of course,

this guy was featured inTime Magazine as one of the upcoming artists and I'm sitting
there scratching my head going,

'I don't

get

it.'

He did not like representational at all.

The good news is it sort of introduced me to texture and introducing that into my work.
That was kind of a challenge because my initial career goals was to be a medical

illustrator...so here I am trying to get my chops in terms of drawing, in terms of seeing,
and I run into this clown and it was astonishing that he was getting paid all this money
not only to teach and just be such a rabid anti-representationalist but getting paid for the

artwork that you see it and you're going, 'Okay I don't know which way to turn my head
in order to really appreciate this.' So then you had this,,.advertising where it was
intelligent, but yet it was out there. It was just different. It was creative; it was original.
So you had this kind of variation happening and

I'm trying to negotiate this, trying to

figure out where the heck arn I going to fit into this? So I can kind of describe at that
time it felt very transitory. You didn't know which way to go and how to kind of find
yQur way around that and

it took probably another ten or eleven years for me to feel

a

little more at ease just doing what I did in this business of 'I know, this doesn't represent
this school of thought, this school of visual arts, but here I am."
About her medium, Johnson said, "[ really love scratchboard...I got involved in it
during my first art

job. Which

was being a graphic artist for the Newark Star Ledger.

The greatest experience in my creative life, because it kind of spoiled me. It was one
those environments where everyone had kind of their own strength. And

it all

of
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dovetailed...lt was a team environment. I didn't realize how unusual that was until after

I left. And at that time, Macintoshes were coming in.

So

I had an opportunity to kind of

get my hands on it early...Scratchboard was the one medium that no matter where on the
press run,

it would stillfook clean. It's like drawing in reverse. Instead of putting marks

down, you're taking marks up....[For other projects] I've had to find faster ways to do
that style of illustration...what I did was to limit my style using marker paper and

markers. Scanned

it.

Then converted that to vector art, in other words line art. V/rapped

that and colorized it and saved it so that I could use it in the printing...I had to get real
creative, real quick and did it and beat the deadline."

"I love a good line. I know that sounds a little social. Elizabeth Catlett, I love her
work. It's eloquent, but the way

she can cut

linoleum! She understands and appreciates

a

good [ine. For me, that resonates again with how I grew up and how I was raised. There

wasn't a lot of chaffer. My sister and I have this running joke that our mother's version

of 'affaboy,' and'attagirl,' was 'humph.' That was it. It was very spare. But when they
spoke, there was thought behind it, there was meaning behind

But it was like, 'take it or leave

it.'

it.

They weren't mean.

[It is expressed through me] in how I do my artwork.

It's like I'm not going to hold your hand. ['m not going to over-explain
to give great tomes of detail and names. Here it is. Take it or leave
to

it.

it.

it, I'm not going
Bring something

I brought this, meet me half way. I finally got over my phobia of monoprints-

painting. Me and abrush. Lord have mercy! I'm nowdoing tile design and some of that
[rnonoprint technique] has spilled over into the tile design in ways that are really kind of

interesting. It's still graphic...it's a little softer around the edges."
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When asked about a radical art act, Johnson described being very angry at a

supervisor.

"l rernember

coming home, and I was just wired for sound. What I wound

up doing was a bunch of sketches that wound up being ironically the most calm pieces

of

anything I had ever done...That was very interesting for me that I could take that and do
something that wasn't destructive or negative...you take something that uncomfortable,
that negative, that nasty and still make it your own and still survive and possibly fly in
spite of that. I guess that's about as radical as I can get."

Joyce Lyon

"I was a print maker in graduate school...although I was also doing painting

and

photography. When I got out of school, I began to draw and I wanted something that was
more immediate. My MFA exit thesis was the first work I really consider mine, not

schoolwork. And it's about the land, it's about place, it's about nature. I had gone for the
first time to Southwestern Minnesota...to visit relatives...and I had come fromNew

York. This was the first time I saw

spaces

like that and I thought I was going to discover

people and I came back and I woke up one morning with this image of a painting in my

mind, which I had not had that experience before. And it was very simple. It was very
close with coordinated colors...and it was an acrylic painting with a line, a little strip
across to the horizon and a great big, pale yellow

sky. I made it. I had done nothing tike

that before, and I did a whole series that was related to that. The work doesn't look like
that anymore, but it's still very much about me being in a natural place and responding to
that experience...there are never any people, ['m always, by virtue of being the observer,

I am the occupant, but it's open for people to put themselves in as well."
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Lyon recalls a cross-roads decision, "I came back, I chose to come back to
Minnesota because in graduate school I had made friends, many of whom were still here
so I thought that

I was coming back to

a

community...The other choice would have been

to go to New York-and there, there were two choices. One was to go to Queens where I
had grown up, which I was very sure I did not want to do, and I was not ready to do the

art world in Manhattan."
When asked about her most radical art act, Joyce described friendships, "Because
there was this group of close friends, many of thern became members

of WARM, but we

were friends before that...this was an idea of friendship that I would not have known, did
not dream of before then. That was not something I had in college and not in high

school. Even though I had good friends, still they were not friends whose passions were
the same as mine. That might be the most radical thing, to commit to the possibilities of

friendship and following that through and the kind of attention that required both to the
human and the creative and professional things that we do...because I was in this

network, things that would have seemed really radical and frightening perhaps, if I was
on my own, seemed to grow out of, more organically out of previous decisions."

"I'm very influenced by the discoveries of the women's movement in the United
States in the 70s and 80s which put a priority, discovered that

it was

a

right to put a

priority, on experience and the personal and to make translations of that into the visual.
Some of which turned into very abstract expressions, but were based on human,

sornetimes female, sometimes human experience. But I come out of that community

of

women. I really do. The personal is political and the forms that that investigation might
take can be as varied as Jenny Holzer doing text in LED, or it can be Agnes Martin
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making marks, or it can be Alice Neel making portraits. I'm also very influenced by
philosophical discoveries that corne out of multiculturalism that identify the subjectivity
of most human endeavor. And I've grown to feel that it's really important to understand
what perspectives or what context they [the speakers] are approaching with in order to be
able to understand them and also to bridge gaps."

"I think that this is essential, probably not only for me but for many of us, to be
able to make...deep contact, and

if my work is political at all it is in trying to provide

people that kind of opportunity. And so.".I would

fight-serenely-I would fight

someone who said that my work wasn't feminist, because I think their definition would

not be good enough. As you know, I did a body of work that was my investigation of my
father's Holocaust experience. In that case the work was much more consciously or
much more overtly political, but it was still framed in the human cost and the human
search and the way that...and the metaphor, the visual metaphor was also about the

natural world most of the time."

B.J. Christofferson

"I decided, 'Okay, I have nothing to lose and now ['m going to go back to school
and

I'm going to do for the first time in my life what I want to do.' I had been earlier

an

art history major, but I'd taken a lot of art classes off and on, studio art courses, but my
major was art history. I think at the time I wasn't able to say,

'I'm an artist.' I just don't

think I could even say that, or even think of myself that way. Although previously in my
life up through high school I had. I'm not sure exactly. I haven't thought about that in
while. ..I went back to school in studio arts completely frightened. I mean it was just a
huge

risk. The first time t got a 'C'

..

.I got up and left the class and went into the

a
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bathroom and cried...l have to have a certain grade point average to get this Pell grant.

Curt Hoard [ceramics professor] said, 'You're doing fine...you can do this.' As it turned
out, I ended up taking a lot of classes from him and from Guy Baldwin, Wayne Potratz
and Warren

McKenzie. Even though my major was painting, but I ended up with

a lot

of

strong sculpture classes. I really wanted to tie it all together...and Curt let me bring my
paintings to my ceramic critiques and I found that the painters just didn't even want

it.

I

thought, 'Well, this is a body of work...I'm making these at the same time and I have sort
of these same ideas in different ways, different mediurn'...well, the art building at that
time was kind of the painters were up here and the ceramics and sculptors were in the
basement and sort of really separate.

.

.I found that the teachers in sculpture and ceramics

were open to me...bringing it all in...To me that seemed obvious that that was part of the

critique. But that didn't fly with the painters. I had

a very rough

time. People told me

that my work was decorative; belonged in a child's nursery; I used a lot of phrases and
words and they said,'Youcan'tdo that. Not inpainting.' I just got to the point where I

just thought it was handled in a way that wasn't good and I thought, 'I don't want to be in
this class anymore'...some of the students in that class actually complained to the teacher
and that

wffi, he felt, part of his method. t just thought, 'oh, well. I've had a lifetime of

that.' So I just said, 'No, I'm not going back to that class.' Drawing isn't my strength,
[but] I had drawing with Tom Coweffe and all we did is drew and look at slides of
muscles and it was great."

Christofferson talked about the content of her art: "I'm really, really, completely
every day floored by that Mexican, and Latin American but I have more access to

Mexican than Spanish colonial. The art that the Mexicans did, their interpretation of
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European art, to me...is just so clear to me. It's so clear. It seems so pure and so moving.

And I would have to say that even going back, way back when I was an art history major
I always preferred primitive societies or early art to the more advanced. - when I was

18

I went to Mexico City for three months. I was exposed to the muralists likb Rivera and
Frida Kahlo and some of those artists that are now very much in the forefront and I was

just stunned by that. It just

seemed

so...I can't even describe it, inadequate to describe

the impact, it seems so out there, it seemed so personal and so clear. So obvious. Like it
had such a message and seemed so meaningful to

me. It carried all this weight and this

rneaning. [I admire] Joe Cornell. Of course, you know, the boxes. Some of them were
really kind of, they're just mysterious. I guess I like that mystery. t like art that is

so

personal that it's mysterious and yet I think when it's that personal, I think I learned this
before, I think when it's that personal it somehow ends up being universal in a way. I

went to Chicago a couple of years ago with two friends and we went specifically to go to
the art institute which has, I think, the biggest collection of his work. We went on pretty

much a pilgrimage to go to see his work. Oh look, this one lights up, and we could look
on the back and he had little typewritten, you know, descriptions of what it was and he
was enamored with women but never probably even had slept with a woman. He took
care of his brother who was disabled and his mother who was crazy and just made these

things. Sometimes he wouldn't sell them. Sometimes he'd give them away. And I just
suppose

I guess that those

are the artists that have the most impact on your life.

All of my work started to get religious in one way or another, it started actually at
the U and all ... I started using religious imagery like maybe Medieval art and Persian art

mixed together in collages. . . I used a lot of symbolism - - a lot of Christian symbolism

Women Artists and Leadership 166
and I think some of the teachers,
People were kind of put off by

Yeah, I guess maybe it
saying,

is.

it was kinda off putting for people, for some people.

it. Wel[, is this kind of religious art? Well, this might

[s there a problem with

tre.

that? I remember one of my teachers

'I don't know. I don't know if there is or not.'

Because it

just...it wasn't really

that mainstrearn or even peripheral at the time, yet that's what I wanted to do. That's
what I felt like doing...and the professors I ended up working with didn't judge me, they

just said, 'Oh, well, okay'. And that's all I needed really was for someone to let me dr:
what I felt I needed. I was at a point in life I think where I had just made too many
compromises. And had not listened to myself but listened to other people - - maybe my

parents. When I was a kid I was raised in a very fundamentalist Norwegian Lutheran
background with no images. Even the church, the pastor wore a black suit and, the

windows, now that church actually has like, stained glass, like typical church kind of
stuff but at that time, even the stained glass windows were clear or tinted, but there w$re
no images. In that particular sector of Lutheranism, all the crosses were plain. And you
would never see a Crucifix. Ever in a million years and that was Catholic and that was
completely taboo. No dancing, no cards, no makeup, no movies, no marriage to anyon"e
outside of the Norwegian Lutheran circle. And of course, even as a kid I was totally
enamored of my Irish-Catholic neighbors. I'm just, I was drawnand spent all my timt:

there. They had Crucifixes, and palm fronds. They drank coke and they wore big
earrings and makeup. Smoked. They smoked cigarettes. Ah, and I just thought they
were so great. I know that my mother was very, very disapproving of them. Probably'

my father too, but he was never around. He was always gone. But my mother was very

disapproving. But those were my neighbors so I was allowed to play with them and stuff.
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But in my family art was okay when I was a kid...as early as I can remember-rnaking
things, cutting and doing three-dimensional things. Little boxes with little stores...I think
the first one we made, I think my mother helped me make

it...l actually have some stuff I

made when I was four...somehow or another someone in my family saved that and that
has helped me a

lot...My mother

was considered artistic...they would get these big

pieces of flannel with some backdrop onthem...probably like the Holy Land and she

would paint, kind of draw on them or paint them so they were tinted nicely...you would
put them up on a board and have all these figures that came in these punch out books and
you would tell the story. They'd stick to the flannel...flannelgraphs...I played with them
when I was a kid...I made up my own stories. And I think that's in a wzy, what I'm

doing now. I'm using all these traditional images of medieval art or Spanish Colonial art
but I think I'm just telling it my own way. And I think...I think I'm being realty careful
that I'm not taking too many liberties because I am a Christian and I do have beliefs
around the irnages that I use so I think I'm being really careful. Like maybe too careful

sometimes. But that's not the response I get from people. I get a lot of responses. Either
they think: 'Oh, thank you sister. You're doing God's work. Thank you, thank you. God
bless you.' Or

I'll

get people laughing uproariously saying,

'You can't be Catholic or you

wouldn't dare do this,' Or they sfly, 'You have to be Catholic, no one else could do this.'
Or t get people saying. 'You're going to Hell. You're blasphemous.' Even to my face."
When asked what was her most radical art act, she said,

"it was such a tuming

point where I just walked out of the class and I said, 'I'm not going back. No more

of

this. No more." Not only did she not return to class, Christofferson found an unused ledge

in the art building and carved out a cave which she decorated white like "Greece

CIr

Crete
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where people lived...and whitewashed their walls, and with personal symbols...I used

red. And t just thought it was
seemed

a really powerful color and plus

it seemed like, to me it

bloody. To rne that seemed really good. That whole menstrual thing was a huge

part of my life...It was just real primal. Brenna Busse, a local artist, was taking some
classes there and she

said,'Oh, that is so female.' I said, 'What do you mean?' She said,

*It's just this giant womb.'
And I didn't even get that, I mean that isn't what I was

thinking specifically. For the rest of the month I'd go there and crawl inside and take a
little nap. So I didn't go to the class the rest of the quarter." When one of the teachers
insisted Ctuistofferson take the installation down she said,
So sorneone else took

"No...I'm not taking it doram."

it down.

Responding to a question on what she felt was her greatest achievernent,

Christofferson said, "In my life? Oh, in my work? Being able to do it after years of
setbacks and discouragement. To be able to come back to

it and have it just there. See

I'm going to be choked up now, I didn't realize how. . . [pause]. What I was telling you
about being able to get back to what I originally was and that part of me that me got lost
somehow and along the way be able to be able to come back to it and just pick up and
move on with

it. I'd like to be able to do art every day. Whatever that would mean.

Whatever that means, that's all t'd want to do. I'd rather work in the studio every day, I

don't believe that I need to go to work to fulfill myself. I think what I do for a living is
valuable but I think someone else can do

it. At this point I'd just like to, you know, I'd

like to be doing my studio arts like all the time."
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Patricia Olson
Pat Olson stated,

"l graduated from college in'73

career in the arts, although I had no idea what that meant.

pretty determined to have a

I come from a working

class

background and really didn't have any sort of models besides art teachers...And I kind

of

thought I should be an art teacher and then the bottom fell out of the art, the education,

public school education...suddenly they had too many people and nobody was getting

jobs and that somehow freed me to go in another direction. So I didn't take any
education classes, I just did my art studies and I was very taken with the idea of Charles
and Ray

Eames-they're designers, very prominent in the 50s, had an office that was

quite influential-and I had a partner at that time who also bought into that idea. I started

my own business in'75 with my partner, completely naive about what that was. It was a
graphic design business, called The Cat's Pajamas. We ran that for 25 yearc, so it was a
successful business. We lived off of

it- And I guess one of the reasons

we started was

because I didn't see that there was a place for me to go into some sort of system, you

know. I wanted to be creative, and I knew I had to make a living and you know

arts

organizations were...at that time they were just kind of blossoming in sorne ways and
before that time there were things like the Orchestra, and the Institute, Minneapolis

Institute of Arts, I mean those were the arts organizations. For me, there was no way you
got in there without a professional degree. So the spirit of the times was kind of to start

your own thing."

"In the early 70s I was
reproduceability of

it.

a printmaker,

silk screen prints, and I liked the

I was very drawn to Pop Art and what I saw as the critique of

society...taking something very banal and giving it the imprimatur of fine art." Like
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Elizabeth Catlett, who advocated for social justice through the medium of mass produced
posters created at the Taller de Grafica Popular in Mexico City, Olson worked politics

into her prints.

"[

saw that at that time as kind of a sabotage of the system. I also like the

multiple quality of

it.

As I went on and ...did more graphic design where you were doing

10,000 pieces,20,000 pieces at the printer I kind of got out of the idea doing maybe an

edition of ten or something was kind of a big deal...I like the idea of having multiples out
there and being available to a public in that way and at the so-called lower price."

Olson was drawn to the floral paintings of Georgia O'Keeffe, Pop Art, and the
fashion industry.

"I saw that as a women's kind of realm, fashion,

and even though men

were involved as designers...and probably with the moneyed people at the very top, but
at the level of the fashion magazine you see beautiful young women and advice from

women...and I was very interested in that...and then started doing almost a self-critique,
why arn I so interested in this? And what am I looking for in this realm that is really so
vapid and so insubstantial. And then when I joined WARM, I ran into all these women
who had these incredibly rich inner lives. And I wanted that too. In college...the
department I landed in, they were not into criticizing students. There was kind of a
paradigm that I've heard from other people who went to art school at that time...end

of

the 60s of the macho art teacher and where he would come in and basically put

everybody down...it was supposed to be a pedagogical technique...and you were
supposed to claw your way back up and

it was going to be great for your character and

great for your art, but mostly from what I hear, everybody felt real bad about it,
especially women. It was just pure luck that I landed in a department that had a

philosophy that we're here to encour&ge students and I did well. When I got to WARM,
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since I was working with this fashion magazine imagery-people sometimes couldn't see
that it was a critique. They thought because I used coIorful colors and it was presented in
a very elegant

wfy, you know, not a lot of big red X's over things, they couldn't

see that

it was a critique. My thought now is that they were too subtle for some people. And so I
do remember getting criticized about that. I try to especially tetl students now that this is
part of being a public artist. I've had some newspaper quotes...the one I remember, 'that

it was bordering on the trite.' You'll always remember that. But if you're going to be a
public artist that's part of the deal...Criticism that is uninformed is very hurtful. One

of

the things I was interested in about WARM was devetoping a critique technique that

would help people. And it meant that you, as the person who was going to engage in that
discourse, had to find out what that work was about. And so that it happened in a context
basically.

But what we have now is an alternative structure, so I was teaching at that point
and I came out with Elizabeth Erickson with the Women's Art Institute over at MCAD in

June. So we were able to, basically, with this group of 20 students, process where [a Star
Tribune brush-off of the Weisman exhibition of WARM artists in 20061 is this coming

from? What can we do about it? And then we have this supportive, challenging group
and were able to model, over the course of three weeks, what an alternative situation

could be. And these were pretty sav\ry women. Even the youngest ones had a working
knowledge of feminism. But they were still kind

of-and it wasn't

even their

show-

they were still devastated by this dismissive blurb, you know."

When Olson was asked about her most radical art act, she echoed the response
given by Nancy Robinson: "Just to be an artist in the first place and to

h*g

onto that. I
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think it's no mistake I landed at Saint Catherins'5-3 women's college basically. And
while there are aspects of Saint Catherine's that are very institutional, just like any other
institution you might want to look at, still, its bottom line philosophy that we are
educating women to lead and influence, that's what we always say.

I'm really commiued to painting

as a medium,

it seems to me that one of the

things I like about it is that it's really, really difficult but it has a really wide range. It's a

continual working with the material, the material suggests things, you're constantly
responding back and forth. The materials are eloquent and this all comes out of a long

time working with them and listening to them."

Maria Santiago
When Maria announced injunior high she planned to become an artist, she said,
"The kind of response I got was a very practical one from my teachers, for instance,

'we[[, you know, your parents can't afford to send you to college and you can draw. Why
don't you.-.get out of academics, just go to the business courses in high school'-gearing
me towards a business course, being basically secretarial kind of

skills-(and

because

you know how to draw maybe you can go work on the local newspaper because you

could work doing illustrations for the newspaper and with a little bit of business acumen
maybe you could have a life.' I understood that practicality, but I didn't waver from rny

intentions. My brother, almost twenty years older than me, said, 'why don't you get
teaching degree so you'd have something to fall back

artist.'

a

on. It's really a tough life as an

So that's ajuncture where I did make a compromise from what my vision was,

thinking that you just become an artist and-the ferret in the garret kind of thing. That's
where I made a very practical choice that t never have regretted-teaching-and that
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happened when I was just entering

college." Still, Santiago was influenced by her dad,

who "gambled on his life," traveling as a stowaway on ships from the age of l0 until he
reached the United States.

I wouldn't

be here

if

"If

he had been practical, we'd never been in this country. Or

he were practical...he was a dreamer...and so he'd always say to me,

here when we didn't have groceries, he'd s&y, 'Maybe you should become an engineer, or

maybe...' but that kind of dreaming is sometimes what people need...or the energy...it
provides a kind of energy that helps cope...a kind of energetic hope. But when I got out

of school, I think I made my commitment. I was offered ateaching job, for instance,

right out of college to teach high school because I did student teaching and they were just
so happy with me they

just wanted to employ me. And I said, 'we[l no, I'm going on to

grad school.' So again,I turned down the practical for the next step and when I got out

of college I was offered a job where I went to school,RIT, a very...very nice job I was
offered, and I turned that down to go work in my studio for a white. I needed the studio

life for a while and I did that. And then when I went back looking for that teaching job,
the bottom had fallen out of that market in terms of.

.

.

it became scarcer. But I had done

some littte teaching junkets here and there, and had enough on my resume, that I worked

part time here and there and built up my resume.

My major was painting. And my minor was metal work. I always had a conflict
about whether I was 2 D or 3 D. And to this day I switch around between 2 dimensional
and 3 dimensional work and there are people who think I am a painter and some people

only know rne as a sculptor so that's kind of funny." One of Santiago's works,
mentioned previously, is called Woman Danctng With Her Shadow. "The whole thing
dancing with your shadow is also the Jungian concept of your shadow having to be

of
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integrated before you can really be whole, and that's an important thing for women to
grapple with is to arrn wrestle with their shadow and finally dance with their shadow,
accept that and be a whole person.

think that, for some women, that's

A lot of creativity is tied up in our
a hard

shadows and so

I

thing, and when they can make that

breakthrough, which I think sometimes comes as women get older and stop trying to be
the nice

girl that you're supposed to be, that they become that whole...well, anyway, the

woman dancing with her shadow is about self discovery and confronting the shadow, not

in a negative way or scary way. I can dance with my shadow, with that person, this
delight with myself. There had to be mirrors in there and it was geometrically shaped
because

that's part of my vocabulary. Also it's about the moon, and I'rn very enamored

of the moon and the moon reflects the sunlight and it illuminates dark places so it
performs a great function. I'm very interested in the idea of illuminating dark places and

going into the shadow and pulling out the golden parts of the shadow and that's what
teachers do

-

they illuminate dark spaces and they bring light and borrow it from

someplace else, so we're like the

moon." Santiago's vision comes through in another

work. "The piece f,Protoplasml,that was inthe show, the protoplasmic one? I don't have
one line of artwork,

it's like I have multiples; I'm a corporation of multiple personalities

and in this corporation

I have this thing going on and this line and that one, and so I have

that line of thinking that the protoplasmic has to do with evolution and with the

philosophical notion of the courage ofmaterial. I just think the material...and it's so
courageous to take risks to change, to mutate, to do all those things. . . to keep a

going, this

life

will for living...I don't know if you remember that painting had a little

skeletal hand coming out of extinction and not evolving far enough and being maybe
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replaced by another species or something, but the tremendous courage of material to

move further whether it's springing wings, or springing whatever. And then the

limitations of the cellular structure that's like a net stopping this beastie that wants to
move forward-being stopped by their own cellular limitations of materials, so material
is an opportunity and a limitation like a net.
the net that holds you

[t's also the net that gives structure, but also

back. So I'm very interested in that courage. I'm

anthropomorphizing the material but there is akind of courage there and I admire that,"
When asked what is the most radical art act she made, Santiago responded:

"I

think one that I felt was quite radical and quite wonderful was when I decided, you know,

I was raising

a daughter too, you know in this process real

life was going on, and

sometimes I passed up achieving a wonderful idea that would come to me and the only

materialization it would get is sometimes to sit in a journal and I remember making a
promise, I said to myself and to my imaginary muses that the very next idea that comes to
me, no matter how crazy

it

seems

I'm going to materialize it. And I did,

and it tumed out

to be some of the most fascinating work that I've ever done. And so basically it was a

commitment I made to myself and my muses that I will run with a great idea
me run with

it.

- let me, let

And so I came to a place where I was working with these glass and

mirror sculptures that were...another radical part of that idea is that they were very
temporary and so the artwork disappeared. The artwork vanished-they were
installations done at a time when people were starting to do installations but I knew, not
that many, not around here anyway and it's in the Midwest, but I was working in a very
unique way and all the work would disappear and I got grant money to do it because you
could always write about a new idea like that and I spent a lot of time gathering like a
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part-time job, gathering money to make it possible to do that art work and I think that was

pretty radical at the time that I had nothing to show for all my effort except on slides and
that they'd vanish. And t did that for many years. The thing is if anybody wanted to see

your work or something like that well here [holding up imaginary slide] and I couldn't
sell the work, you don't sell work that vanishes. So that was kind of radical and I think

equally radical when I made a total about-face away from that. This work, this temporary

work, was ahout celebrating the marvelous moment in time that we exist, it's about being
very present, and now. Except it took a lot of courage to do that and I had lost a lot of
people by that time, I got tired of going to funerals and at some point I said I had given

up so many people and had gone through so much, ['m tired of giving up my artwork too.

I've done my philosophical

ffrg,

you know, ['m going back to the comfort of the

material. So I went back to the comfort of working with material and I have ever since, I
don't do temporary anymore. I figure, life is temporary enough. ['ve had enough
bouquets of flowers that have decayed. I canjust rnaybe just take some comfort in our
ternporary existence for a while."

Leadershin in the Arts-I nstitutions, Visionaries, 0 rga nizers, and Pioneers.
When the word "leadership" was used during the interviews, several of the
interviewees groped for clues as to what kind of leadership the researcher meant. The

interviewer replied it was open to the interviewees' interpretation and all comments were

invited. Patterns of responses emerged, which the researcher organized into four
categories: institutions, visionaries, organizers and pioneers.
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Institutions
Nancy Robinson was the most decisive when responding that leadership in the art

world comes from academia. "Academia has a huge influence on the current art world.

Absolutely! And it has a good influence and a bad influence." She wouldn't elaborate
however, "without stuff to back it up."

"l'd

have to do a little research paper first to tell

you exactly what I'm talking about..."
Reflecting on the comments made thus far in this chapter, there are some
indications of the power of academia. The method of instruction: supportive or "break
them down and make them strong" styles endorsed by academic institutions in relation to
the instructors they hire and promote, can make the difference in whether a female
student stays and thrives in the art field or not. The exclusion of particular genres of art,

for example, representational art, to the extreme that it affects class critique and grades,
indicates the power of notable, but transitory, art movements to impact teaching methods
and discourse. The "silos" of

aft-sgulpture over here, painting over there-with

no

cross-pollination, creates illusions of boundaries that students either buy into or, at the

peril of their grade standing or ability to qualify for funding, challenge. Interviewees also
noted the power of gender-based ideologies in academic settings that support betiefs that,

for example, women only go to college to "rneet someone" and that made no provision
for female role models and mentors.
Grant-mrkirrg institutions can confer leadership with their funding. Again, from
Robinson, "People tend to listen to you, people end up accomplishing more if they have
money. This is a good reason to fund the arts, by the way. Because the rnore money

that's put into the arts, the more we can do the art and have the shows and have the places
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people can go to see

art. I guess I could

ll8

say that leadership for the artists is always more

possible where there is money. Every time I get a grant, it turns me into a leader even
though ['m doing the grant, even though that's part of it, it's just that I'm able to be more

of what I am and be out there for people. And other artists also seeing an artist having
success by getting a grant, or

selling-a grant is more public than selling a painting or

if I sell a painting maybe

something,

as getting a grant, that's

someone

will know about it, but publicly announced

like'Hey! She's good! She knows what she's doing' to a lot of

people so they're more likely to listen and also want to know what I did to get it. So you
get a lot of

credibility."

Bette Globus Goodman shared her realization, "there is such a political

complexity to the art world. Much more than I ever realized. And leadership comes
from, as I see it, the people who curate the shows and give the grants." Globus Goodman
has a critique about

WARM, "f don't see WARM

has a sense

of leadership any more

because I don't think they are as well put together as they once were...a lot of the artists

who are really rearranging the stars of the art in the Twin Cities aren't that active in

WARM anymore." She stated, "I see WARM with its mentorship having some
leadership but I don't see them having the leadership that the artists who have pursued

their Master's and gone into teaching positions or into buying galleries or very involved

with galleries have. I think that the people who are in academics have a very strong
role...Like the School of Art and Design [Minneapolis College of Art and Design or

MCAD]...I think this Women's Institute {at MCAD]

has offered tremendous leadership

and also elevating the artists that they are bringing in from the community who are acting
as resources

for this... I think Georgette Sosin, in her own way when she and her
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husband bought the gallery and have had these exhibits and have sponsored different

artists, that is a form of leadership and it also helps artists move on to a different step; I

think with their exposure, with theirconnections...I think that when someone does get
one of these scholarships or grants that is a reinforcing thing for the

arts...Art

Resources.. ,play a dynamic role,"

Georgette Sosin responded to the question about who has leadership influence:

"Traditionally, always the institutions have. That was kind of thrown out a little bit
during the rebellious times of the Impressionists when people had their own shows
because they

didn't get into the Salon because that wffi, at that time, the institution. I

think this is true now, the Walker in our city here and the Weisman and atl of the
institutions set, by what they choose to show and how they show it, their standards of
what is, let's say, I would say 'sacred,' alrnost, in art."

Marilyn Summers Cool responded, when asked where leadership in the arts
comes from and who decides,

"l think it's more men than women actually. Important

institutions. The government, or you know, like the Percentage for the Arts. Some
people are on a career track that enhances their ability to do things that are monumental,

important, significaflt." Summers Cool mentioned women artists Jane Powers, who
"found her niche" and Francesca de Beurges Rosenthal, who "has found something that
has worked

well for her."

Leann E. Johnson talked about leadership influence in the arts within the African-

American commr.rnity, mentioned Seitu Jones and Ta-cournba Aiken, both well known

African American artists in the community, but also noted an institutional quality to
lineage and family, "Some people have been here for so long. They're also from around
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here, and that seems to make a significant difference in the Metro area. That was the

biggest adjustment for me. Not only in terms of the Metro area, but in terms

of

Minnesota where the culture really is more a case of 'do they know your parents?' 'Do
they know your grandparents?' 'Do they know where you grew up?' 'Did they go to
school with you?' 'Have they been going to school with you since elementary school?'

If

you're not a part of that circle, it's like there's this force field and you don't quite crack

it." Johnson adds, "I really did believe that grants and the whole
set up...was based on the quality

reward system as it was

of your work...the ironic thing I find with grants is that

you can tell they are geared toward painters. Because painting you can kind of, not seem

to crank it out, per se, but the pace...you can turn it around in fairly reasonable amounts
of time. In printmaking, you need blocks of time in order to crank it out that way. Which
for me, as an independent, it's that balance befween making a living and making art. So I
wasn't able in the application process to come up with the number of pieces they wanted
to see in a certain time frame, so that would knock rne out of the ring. And then the
artwork that I do does not fit into a certain genre. There's some things like, 'we want to
see art by women, but

it's got to be about sexuality, or abuse, or this, or some

cornmunity, or this.' So, it's 'Okay, if I don't fit that, then where do I fit

sense

of

in?' African-

American artists, I can truthfulty say that in the years I've lived in the Twin Cities, I've
seen four

of them coming out. Part of it is...trying to get artists organized is like herding

cats. Some of the folks who were driving

it invariably either moved or relocated or

certain events happened in their lives and like, 'f 've got to step back from this, I need to
take care of this other part of my

life."
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Visionaries
"There is a romantic vision of the artist which I still really, really believe in,"
statedNancy Robinson. "That is if you stand up and identiff yourself to be counted for
who you are, that's leadership. Don't be afraid to say who you are. That is another way
that people can be leaders in the arts." Robinson referred to Judy Chicago as a leader in
the arts, but stated "there are different people providing different kinds of leadership."
Said Robinson,

"I think artists who raised hell were supported a lot more during the

seventies and part of the eighties than

now. I'm not seeing a lot of artists raising hell.

Maybe ['m just missing something, but I'm feeling like that people are running for safety
as an artist and that a

lot of it

is

just that the world is a lot more expensive place to [ive...I

think we're going through a period of everybody running for safety. I think we're all
scared not just about economics, but about where the world is going and what's going on

in the world. It's really affecting things. It doesn't mean that the art is worse.
Sometimes befter art is produced when people just calm down and do the art instead

of

trying to start a revolution, but I think that's where we are right now."
In Sosin's words, "Showing seems to be one of the ways that we expose our ideas
to the world or to other people. Just showing, wherever you do show. And people who
have leadership are very different from each other and people lead

in lots of different

ways. Some people do it very quietly, justby the sheer powerof their work, and

if

you're lucky enough to get to see their work, or be with them, that's one way of leading.
Some people are very ambitious in the sense of wanting to be recognized, and that's

totally normal...ego seems to be part of any kind of leadership role."

Women Artists and Leadership 182
Odland offered, "the artwork that I have been interested in, influenced by, from
artists who step out stronger, so they're the ones that, by looking at their art, that you
leam a considerable amount. That is why they're the leaders." Odtand continued,

"l

tend

to think that it was always so popular to be avant garde. So people do art that isn't
necessarily art because critics and people, jurors and art exhibitions, people want to be
out there, off the beaten path; so they may choose things that might look more avant
garde at this

point. Not necessarily good art, artthat communicates...the art speaks for

itself, and no amount of critical examination or something that you would read would
have a lot to do

with anything. The work should dialogue immediately."

Patricia Olson, when asked about leadership, responded, "That's really hard to say
because you know

the... the way we think about leadership is somebody who gets up in

front of some bunch of people and gives a rousing speech and gets everybody to sign on
and say, 'Yeah

I'll do the dirty work,' and then the leader gets their credit, or the blame,

and then they progress and they get to the...what artists do is they go into their studio all

by themselves, that's what they like to do, and kind of grapple with ideas and questions

with physical materials, paint, or...and then they bring out this other object and say,
"Hey this is what I think," and stand back. And the culture of course isn't so visually
oriented, I mean the culture, I think, is very verbally oriented and so that's not always
understood as leadership" It's usually understood as kind
"of fun, or recreation, or
something like that. Artist's do have fun, you know, although people always when I say I
teach art they inevitably they say, 'oh, that sounds like fi.rn,' and I say, 'oh,

it

has its

moments.' I guess I make a distinction between the art world, and kind of making your
way in that, making your reputation in that, that's not so rnuch different than I see as to
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a certain level
arbitrary to me in some ways. There's
say, the fashion world, seems very

'can
of whom are looking at the artist saying,
of curators and corlectors and dealers, all
person?' And so.-.there's, I ca[' that the
we make money or our reputation on this
decide
we do need to engage in it or we get to
marketprace. That, s the marketprace and
the part that
that's part of it, and then I think there's
one way or another if we engage, and

is that
of course, so what happens in the studio
grows out of the studio, and they intersect,

really grappres with important issues, it's
when people do work that has authority and
who
studio has its own authority, and people
clear in the work...so what happens in the
are interested in that can reco gnize

just
it. And I think that somebody could have a career

the studio and really shun the
in the studio and then the community that is around
marketplace if they want

to. Now hardly anybody

does

that- It',s always intermixed,

to show, you want to grow that community'
because what you want to do is you want
you know, you get it by positions, you
But then there is this other marketplace, which,

I'm a professo r at a liberal arts college in this
know, I,ve got a position here in the worrd,
this whole WARM thing now, there
town that actually means quite a bit. And sornehow
you were associated with WARM, I mean I
was a time when you didn,t mention that

it out because, but now somehow that's
didn,t ever try to hide it but you didn't bring
that being a founding member of
changed, that, s got a certain reputation,

WARM

has a

of suddenly being on the inside, and I
certain cache and so, I,ve had this odd sensation
tike this outsider all my life, and now
don,t know how that happened. Because I felt

I have no idea how that happened'"
suddenly people are treating me like an insider.

Marilyn summers cool said, "I thinkthere's

a

lot of women out there that are not

am not. so if I speak as a woman, maybe
directty guided by urry one thing and I certainly
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I speak one way, if I speak as an artist,
I speak another way. And if I speak
as an
individual soul' I might speak another
wfly, because as an individual soul
who is making
art and doodling, maybe it doesn't
matter. Maybe it's about just doing what
is in your
core and in your soul that enriches your
life, perhaps the people around you.,,
Bette Globus Goodman said,

"[ think

one of the things that affect leadership
is

first of all' the quality of artist you are,
what you're producing...as determined
by the
artist' My view of someone who would
have impact for me would be someone
who I
respect as an artist, I like their
work or can admire it. Really address
that they are
confident in their artistic field, that
have enough education to be able
to address issues
that will impact other artists-have
gone on with their education and,
by this very act,
have had access to other areas of
leadership. It's like this ladderI know a lot of really
talented artists but I don't see them
offering leadership unless they then
design programs
that other people can contribute
to that there is information and support,
but again, there,s
so many different types of leadership.,,
Leann E' Johnson spoke about artist
Romare Beardon, "he can take such
disparate
things and make this amazingpiece
of art. He's a collage artist. That,s
not one of my
strengths either' I find myself being
very curious about what it would
be like to be in his
head and see things the way he
sees them. He came up in a time
when to sort of have that
stance seemed rnuch more viable
and wasn't quite that ,'you don,t
know what to do with
this'" or "This is not lucrative." which
seems to be the biggest driving
force nowadays,

*'well'

I can't sell it'" wait

a

minute, is it here to be sold or is
it here to express another

faction of the population that we
don't hear from. I'm hearing it la,
la, la, la. I kinda get
that sense sometimes when you
f,rll out the grants zurd the programs.
I like the idea of
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community work, but ['ve seen too many of them where when you read the smalt print

it's almost like glorified daycare. I want people who want to be there. Because
otherwise ro one wins. I'm not helping them. I'm not learning anything from them, and

it's just a head-butting scenario. It's like, yeah, I want to make a living, but what kind of
damage are you doing?"

Joyce Lyon offered,

"I

suppose there are categories. Endurance and

vision. The

visionaries with endurance like Agnes Martin who were somewhat later discovered...it's
a

combination of her work and the crusty independent way that she lived inNew Mexico

and died at 88 or something like

thatjusta couple of years ago still making work.

Another person that I admire was John Berger who was a cultural critic; an important one
who wrote the book with a consortium of folks in the early seventies called Ways

of

Seeing. He's a Marxist and he's a lover of art and those two things get tangled up in
really delicious ways in his writing. He's also a writer of non-fiction but observations
about people. He's English. He lives in France. He lives in Atpine, France. I think he's

still there. Judith Roode and I got to visit with him one magical afternoon because I was
trying to bring him as a visiting professor to the University, and we happened to be there
and we went to see

hirn. He

was very comrniffed, and this is characteristic, as a Marxist,

but, as a human, he was very committed to the community of peasant farmers that he

lived in and wrote about the changes in their lives that he saw coming because of

industrialization. But he also wrote about the joys of their lives and his life in helping,
for example, to bring in the hay and being allowed to do that. I admire his intelligence
and there's a kind of humanitythere's really acute intelligence, careful observation and

kind of moral integrity in the person and that tends to be something that I am taken with."
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Organizers
Joyce Lyon shared,

"I think

there are big, big, big worlds and I think there are

smaller worlds. I remember someone

talking-I think in some University connection-

about how it was our responsibility to teach students or to tell students that if their aim
was to make it in New York, for example, that there was a very complex game that they
needed to start preparing themselves for probably before they were

born. That to come

from Minnesota and do this would be an enornous challenge because it was a world

of

connection and subterfuge and not so much luck, and closed. And at first I didn't want to
accept that even though a big part of my brain knew

that. Because I thought that if you

have really strong work and were persistent that meant you could do something. I
suppose I

still think that to some extent, but I also think that there are intersecting worlds.

Now this may seem a little strange because I had just gotten what everybody seems to
think was

a rave

review from my last show locally, but from the ,Srar Tribune critic. And

people are talking about me as being an established artist, and I find this preffy funny
because I don't feel more established than I did two months

ago. One of the things I am

pleased but also startled to see is that women I began with in the 70s.-.and we debated

about whether we could afford to pay $10.00 a month to open this cooperative gallery

[WARM], ffid contended with all kinds of press that either talked about us as being the
pampered kept wives, suburban kept wives or the nasty antagonistic dykes, or both
simultaneously but certainly of no account. From this group of women, we now have
eight or nine professors in regional universities, regional careers, strong regional careers
have come out of this.
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To be allowed to be a noticed leader-I think there are leaders who are not
noticed but who have still, if you could look on the world with an all-seeing eye, you

would realize that they have had an enoffnous positive impact on the people that they
touch, but the world may not have recognized. The mainstream world has changed in
many ways. And women are in there, and women are in there both because they have
entered into more established structures, in which case which would have its own

requirements for leadership. And there are also leaders who have managed to follow a
more direct path from where they started and have either made or who have somewhat
bent some sort of societal context to let them in" For example, Elizabeth Erickson and
Pat Olson starting the Women's

Art Institute at MCAD where ... Ehzabeth

has taught

there for 20 years. But it's only now, and change has happened in terms of philosophy

there. But now there is interest in this and so she has brought to fruition something that's
been her drearn for as long as

I've known her probably. So in that case, it's

a

combination of a kind of continuity of vision and having grown in the system. I don't
know that they would have gone outside for someone. I haven't thought about that
before but I think the fact that this was both of proximity and in some ways a trust and

admiration for who she was is what rnade it happen. As we try to figure out who might be
the next president, I think that leadership, it looks like it's changed, but that is a kind

of

pessirnism. I still think it has to do with the quality of the vision and the ability to say it
straight, and to get it heard. And the methods of getting it heard are probably somewhat

different."
Bette Globus Goodman talks about Elizabeth Erickson, "she teaches at the School

of Art and Design with Pat Olson and was one of the founders of WARM and she's the
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one that began this

Art lnstitute for Women. I

see her as a real force and, of course, Pat

was my mentor, but what they're doing is just so fabulous. t think Harriet Bart is

politically a very dynamic person...all these women seem to know the right moves or
have learned

that. They just have addressed issues and put their energies towards

a lot

of

administrative-besides creating their ovrn art-they've moved on, which has impacted
the community, the art community. And I feel like

I'm

one of the benefactors, like when

I went to the WARM show [2006 at the Weisman], where the artists talk about their
work, so much of their involvement with the community you didn't know about before."
Leeann E. Johnson admired Elizabeth Catlett, as mentioned previously, but
elaborated on the artist's organizing

work: "She's in her eighties I believe.

She met her

husband when, she came up during that tirne when being an artist was definitely radical
and being an artist of color and a woman - -

omigod. Katie, bar the door! And that's

when a lot of artists were more socialist, ffid egalitarian. She'd gone to Mexico to teach
and work with a bunch of other artists in relief

printmaking. I can

see why a lot

socialists use it because it's quick. You don't need specialized equipment for

of

it. It's very

hands-on, you can get the point across in such wonderful, strong, graphic images. So she
was down there helping this, not a co-op, this collection of people, and when she tried to
get back in the country, she was barred. I may have the story wrong, but that's how
heard

it.

So she wound up being an expatriate, working in

her husband. She

I've

Mexico. That's how she met

didn't speak any Spanish, he did and had enough smattering of

English, so they wound up talking and he being the translator and they eventually fell in
love and married. He passed away about five or seven years ago- He was quite an artist

in his own right. So, yeah. Elizabeth Catlett. She had a show at Augsburg, even though
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she

couldn't make it, And even at her age she isn't doing the same line work, but she's

doing a lot of silk-screening, but again can sort of sense that appreciation for that good

line and that message. That thought behind the message was just there and it had not
tempered. It had not softened. It was sti[[ there. Here it is, take it or leave

it.

You gotta

love that, you know. You just gotta love that."
When asked about where leadership comes from in the arts and who has
leadership, B.J. Christofferson paused, and then said,

"[

guess I have this idea that there is

this hierarchy outthere. And it justdoesn't seem to apply to me in any way. I knowthat
there are people making a lot of money selling
are people out cruising around

art, Especially like in New York and there

in graduate programs looking for new art to sell. So t

know there's this whole art world where there are certain galleries that are always having
giant shows that are selling out. I know that that happens but it's so removed from my
existence that to me, I'm thinking of, I think really locally and I'm thinking of certain
people that t think are really committed. One person that comes to mind for me is Yuri

Arajs from the Outsiders and Others Gallery. To me that's a leader. I'm thinking localty
because

I haven't broken into any other - - well okay that's isn't true I have sold things in

other parts of the country, but I certainly, I'm not famous or anything like that, I mean I

just want to sell rny work. Make stuff and sell it so I can make more, and I do that. That
seems to keep me extremely busy, plus my day

job, so I don't think there's hardly time to

think of all this other stuff. But I do think of Yuri who's got the Outsiders and Others
Gallery. That's who I think of as a real leader. That's my idea of leader. Someone who
loves art. He's zur artist himself. He and Beth Parkhill, who does more of the

administrative stuff. Are you familiar with the gallery? They had a show at the Mall of
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America last year actually with homeless artists. Some of them have started selling their

work now" Artists who are homeless and use whatever they can to do their art. I really

identiff probably more with Outsider art, artists, even though I have a degree in art, so

I'm not technically

an outsider, but see Yuri doesn't care about those labels that much.

But he'l[ have a show of tattoo artists who paint, doctors who, you know, who make art,
mentally ill people who are producing

arl He'll have all these different kinds of

shows...He had a children's show last year of all children artists. Then he had a huge
opening where you could bring children. I brought my grandchildren. They got to do art
and eat gelato and some of the kid's art was selling and

it was good. He also mentors.

He has a mentoring program of [oca[ artists, self-taught artists. And then they have a
great little shop where you can sell stuff. I just love that place! Oh, and he has a show

now, now he has it every yeffi, well, two years - - that's how I met him - - he was going
to have a shou, about religion. A bunch of people told me about it, and I brought my
sfuff over and thought,

"I

want to be in this

show." He said, "I don't know yet what ['m

going to call it yet." I said, "Why don't you just call it the Religion Show?" And that
could mean anything, so now he does that once a year. The Religion Show, and he
doesn't

repeat

Oh, and then he did a show that was all based on birds. A woman

who does seed art and always wins prizes at the State Fair. Seed

kind of gray

Art. Another

one is all

art. This is the kind of stuff I like to see. People that are just making things

for the passion and love of

it.

Okay, that's my idea of a leader. To me he's a leader.

I'm

not saying that I wouldn't like to be more well known or have the time and rnoney to do
some larger pieces. I have done installations in a couple of shows, I was at the Phipps, at

various times a couple of installations and I really like that. So I'm not opposed to that in
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any way. I think that's in the realm of possibility but I'm not counting on

it.

191

I don't

know how that's going to happen at this point. So I don't think I'm too "outside" or too
weird or... It'd be great if I could make more money at what I'm doing so I wouldn't
have to work, but

if it doesn't happen it doesn't really matter,

make and that's what

I'm doing.

So

because I have stuff to

Yuri is like a role model for me. That's why I think

he's a leader."

Pioneers

"I

guess I like pioneers," stated Maria Santiago.

[t's more like going to a museum

and seeing how gutsy some artists are to tell their truth and despite what maybe going on

around them, do it their way. I like people who are truthful in their work and sometimes
that comes shouting at at you when you're looking and sometimes it's just amazing to me

looking through an exhibit, someone's sketchbook, or something and saying, 'wow, this
person had courage.' I admire other people with courage,

like Einstein or Watson and

Crick who worked on DNA. I've got a note for my students [next to a picture of Watson
and Crick] that says,'Here are two geeks who changed

art geek who

will

history. Woutd you tike to be an

change history?' Maria Santiago's concept of leadership was similar to

Pat Olson's, involving the artist in the studio "grappling

with ideas and questions with

physical materials." Her thoughts caffy the artist faither into the realm of pioneer: "Well

I think that there's always those that are the leaders in terms of being pioneers and
breaking through barriers and doing things that seem crazy almost, like, who go after the

ffa,y

ideas whether

it's biting themselves and making prints or whatever, you know

those kind of things, people who push the boundaries, and those pioneers are real
necessary, but then, following behind those people that do that, are those who work with
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it, in other words they might do some breakthroughs, just like explorers or whatever, and
then there are those who have to populate and civilize the territory these people are
opening up and make it palatable for others who cannot even dream of that. I feel like it's
a hierarchal thing that,

in terms of, maybe it isn't hierarchal, but those who are chosen for

different tasks in leadership. One way I look at it is like the pioneers, you know they go
out in their rafts and their ships and their submarines, or whatever out into the vast ocean
and the goal is to come

back. When you go that far, you can dissolve, and t feel many

artists have lost the battle out there with their imaginary sea monsters and everything
else, I think

it's...or like

a moth

flying into the light and being burnt up. And t think

people like Mark Rothko glimpsed that chaos and I think that's what killed him. In my

opinion, is that you can go way out there but you better have a string on your kite and
come back. And so the artists, the pioneers are really performing the biggest service

of

risking their sanity, their health, and everything because they're looking in places where
we fear to look, you know, and we might look at a blank canvas and experience some

of

that reinventing the world, but I think someone like Rothko looked at nothingness and
saw that and I think that.

..

they say you look at the face of God and you could die. And

so I think that the real radicals, the real visionaries have to take good care of themselves
because they're way out there.
So as far as leadership,

I'd

say first of all there's that group, who's always looking

in the face of chaos and trying to take a piece of it back to work with and to tame the
chaos or to bring the chaos, and you see that happening, too, even in the kind of art where

what would have been considered artistic many, many years ago has a sense of order
about it that it had loosened and loosened...and there's more that we put our arms and
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say, Yes, w€ can think about this and we can grapple with this kind

of imagery and we're

bigger that way and we're taking in chaos and we're kind of civilizing it or making it
more palatable so we can relate to

it.

We're building bridges between our time and space

and things that are timeless. So anyway, that's the big people in art, I think, who are

doing the scary job. I don't think that's where I am."

Like Kaethe Kollwitz, who said, "The good artists who follow after genius-and I
count myself among these-have to restore the lost connectioil," Maria said,

"I

am

standing sometimes on the shore like this you know with my spyglass with my boat
tethered to the dock. I may make some small excursions out there, which I think I have at
times, little small excursions and caught glimpses but ['m not the, you know, ['m not
quite that kind of a pioneer. I accept my role, my kind of leadership role, which is to take
some of the news that have come back on the ships, you know that have come back and

try to take it back inland a little bit further for those who can't go way out there. You

see

the analogY I'm using here. I sometimes refer to artists as waterboys, we go to the edge
and we dip a
can

little water and we try to carry it back. You know, and that's the best we

do. You don't want to drown there, you don't want to go out too far, but you want to

come back. That's the thing. Go out there, see those marvelous sea monsters, see all that
and bring back the stories and make it palatable for those who...and then there are those

who you know grinding away, even pretty blindly taking convention, things and ideas
that have become conventional by people like me who are teaching it. Then there's
people who grind away at it but they're still performing a service. There's a lot of people

who aren't working in that inventive a way on a global scale, but maybe in their own life

it's a very creative act. So they're still building those bridges between our time and
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space. I think that everyone has their

role. It's okay wherever you are artistically

and you

have to find your place, and for some people it is more of a leadership role. For those

who can catch a glimpse of a little bit of some of the things coming in by those pioneers,
and then bring

it back to shore-fi1a1's kind of what I do. As

a mentor, as an artist,

I'm

catching a glimpse of what these fantastic things other people are talking about and trying

to communicate it however I can to the rest. I have young students that may or may not
change the face of art but they are doing something. So I see that process, and we talk

about leadership, I think of the art that is brought through, the ideas that are brought

through, as being probably the most courageous, but then it's kind of courageous to be
anywhere along the boundary where you're trying to grapple, kind of grapple and that's
one kind of leadership. Then there's the kind of leadership that just, the practical aspects

of things, making sure there's access, books in the library and that kids learn, kids get
materials to experiment with, you know, things on that level. And those are big

contributions, too. It has to start someplace. I didn't become who I am without any art
materials that some of my art teachers provided me with so that I could play and so

there's an opportunity for leadership every part of this picture and where you're at it
doesn't really matter, you can perform on something for someone standing here, and I'm

thinking linear, a linear example because I don't know how else to talk about it. That's
just a metaphor."
Women Artists: Aging and Planning for Retirement.
Careers typically have a beginning, rniddle, and an end. Marry workers look

forward to retirement with great anticipation. Such was not the case among the research
participaflts of this study, or rather, there were distinctions made regarding retiring from a
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job versus retiring from the vocation of art. This section of research explores the effects
of aging on the artists and their views about retirement.
Although working as a visual artist ffifly, at first glance, not seem to be physically
demanding, the comments of the interviewees speak otherwise. Photographer Bette
Globus Goodman talked about the changes brought about from growing older,
have the energy and

"I don't

I can't do really big parties...people that wanted pictures from

party, you know, some family event or something they want a photographer
do parties to earn money. And I hate them

now. It's hard. It's

so

a

for. I would

hard. Schlepping that

camera and taking pictures and arranging people... when you're in your twenties you
have so much energy you could do two gigs a night." But Goodman isn't about to give

up her darkroom, "Do you know the trouble with artists, the trouble with me, is that hill

to climb to do it [create] and you really want to do it well, so that's the kind of

a

resistance. But I think creating too, I mean you're on a project and it just takes you to a
different place. I tell you when I'm in the dark room and I have my music on, and I'm
working on a print, and I may get aggravated that I can't get the print, see everyone
thinks, the first print, you just knock them out, but if you are working with fiber paper
and you really want a beautiful large print,

it can take four or five hours to end

up with

something really good. But you're so carried away mentally, you're in a different world.
You just leave everything at the door and I think this has been so nurturing to me. That's

why I don't know if I really want to give up photography. It's so nurturing to be in that
vacuum of time and so absorbed in something that, takes you really, you're at a different
plane. It's almost like meditatitrB, E deep meditation on something." Goodman's sights
keep pushing her to new vistas,

"I would like to do a thing on addiction. Very, very
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much so...I'd like to take some painting classes. Because I love the fluidity of painting,

which I can't do in the darkroom. It's a pretty tight mediurn, especially my work. You
can do abstract stuff and col[age and that, but to get a visual image of struggles

of

addiction, that's something I would [ove, that's one of my projects, I actually talk about

it.

I think as I'm getting older I like

these

juicy subjects because they have meaning to

me...that's what gets my motor going."
About growing older, Georgette Sosin said, "I really didn't think about it until my
seventieth birthday. Birthdays never really meant much to me in terms of big
transformations, but that seventieth was definitely a big one. I think that it's a question

of

energy. It has affected softre of my decisions about how I spend my time now and of the
gallery too. I find that I like to stand up when I work unless I'm doing the gessoing
[using a medium to prepare a canvas for painting] as I'm doing here, and putting layers

on.

I have to be sitting and it has to be flat, otherwise everything runs off and gravity

takes over, and gravity takes over on your body as well, as you know, so

I find that my

life is simpler. I do far less than I used to do. I choose more carefully. I realize that if I
start working at one o'clock, by ttuee o'clock standing there, or four, I'm really ready to
go home and get off my feet. I do think that age does make a difference. I'm also not one

who does a lot of workouts. Probably those people who like to do that and keep in
rnaybe better physical shape than

I'm in, though I'm not in bad

shape, maybe have more

energy than I have, but just for me, you're asking me personally, I find that I can't work
as

long. I can't work at night the way I used to, and I used to love to work at night. In

fact, I'd spend the night at the studio and work until one or fwo in the morning - [ can't
do that any more. So, yes it has changed definitely." Sosin also shared,

"l did have a
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very serious event in rny life but I was already starting to work on these cosmic pieces
before that. But I had a heart attack that I almost didn't survive...l think that event took
me a yeff to recover from and had me thinking about things a little

differently." About

retirement, Sosin said, "It's a concept that's interesting, but not from being an artist or

from doing my

work. I have just had my last public

show here [at the Sosin Gallery]...

That is my retirement. My retirement is not organizing anybody else. Even though we

only did two shows ayear, it was always one or two years ahead of time that you
organize it, and I did everything. I did all of the PR; all of the writing for whatever
needed to be done and

I've tried very hard with each show that I've had to get

as much

public attention as I could for it, with varying degrees of success. But for a little place as
ours, I think we were very surprised to get as much good press as we have. I'm very
pleased about

that. So I have known now for the last year or two that I think it's time to

take that energy that I have and just continue my work and have private showings here

of

my work and my husband's once a year...So that to me is a big change in the last six
years, anyway."

When asked whether growing older affected her work, Marilyn Summers Cool
replied, "Oh, my goodness! Huge! Huge! Sometimes I want to cry and I'm about ready

to cry...you asked me this. [t's so hard, and it's so wonderful. It's so hard because

you're realizing your limitations-physical, career wise. God I feel so much wiser. And
so

dumb. ['m so wise that I fuel dumb, but I know I'm not dumb. I think the thing is you

just realize that information is constantly changing big time, big time. I'm getting
slower and information is changing faster. I feel like I'm in the dust bowl sometimes you

know, that it's just hard to get settled down because you can't keep up with the damn

Women Artists and Leadership 198
computer and learning all that stuff. And the thought that I might have to give up the

studio for one reason or another. I want it to be a decision that works for me." Cool also
said,

"I haven't let go of it. tArt] is still a part of my life. And I can't know what it does

for others. I can't expect anything for it after I die. In fact, because of my age, I also
think maybe I should just always work small. You do begin to have considerations for
what you leave behind for your family.

If I'm not connected with a gallery

and able to

make a lot of sales, you know, ['m going to have a lot of stuff to go through. I'm going

through the house right now so I'm eliminating a lot of stuff that they won't have to
contend with when that time comes."
Leann E. Johnson, youngest of the participants, responded to the "has growing

older affected your work" question and said, "How about the fact that you can't spend
thirteen hours at the press like you used to? I tore up my back about nine years ago and it
screwed up a fewthings that I am much more mindful of physically what I can and can't

do. I remember during my being a protdgde, I spend thirteen hours at the press trying to
get the registration right" On a concrete floor, that I don't recofirmend, my joints were

cussing me out the next

duy. That part ['m much more mindful about. I am also much

more mindful of how I spend my energy and my time. I take umbrage, to be perfectly

frank. [f a group of artists are going to meet, then [et's meet about this and take
but let's not fool around with

it.

Because

care of

it

I've got things to do. ['m sorry if you don't,

but that's your choice. You know, that's the beauty of being an adult, you can make
these wonderful choices but you have to live with them.

My choice is that I want my time

to be better used. So that has changed. ['m not nearly as tolerant of people's taking up
my time for nothing that.. . or for things that really arennt beneficial or positive. If you
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just want to jaw for a while or you want to vent your spleen, first of all I'm not the
professional to help you with that. Plus I'd have to charge you what, what umpteeumph
service charges per hour, so I may not be the one for you. So that I've really noticed.

Don't fritter my time. Now if you want to bounce some things and collaborate, I'm there.
I' m Johnny-on-the-spot.

"

Nancy Robinson said, when asked if the passage of time has changed her work,

"My work has become a lot edgier than it was in the beginning. Well, when I was in
college my work was edgy but everyone's is. But in the beginning of my art career, I just
wanted sell my

art. I just wanted to paint. I didn't

want to take the time to figure out

how to have any kind of personal expression, I just wanted to paint, paint, paint! Painted
everything in sight and tried to sell everything I could for really low prices, but now my

work is a lot edgier. My work is a lot more challenging to the viewer than my early
work, so that's how my work has changed. What inspires me is the passion and joy and
wonder of painting and painting. That is what is always the big inspiration, but as for the
subject matter, of what I'm doing subject matter about, it's probably the same stuff, it's

just in a different phase right now. I was afraid to do a lot

of

--- my art right now, a lot

of it could be described as paintings painted by a woman, through the eyes of a woman
who's a sexual being. That is one way to describe a tot of my work, and when I was a
much younger artist, I was afraid to do that. I really was afraid to do that for a whole lot

of reasons. Now, I'rn doing --- in a lot of ways, it's like my whole life I've been moving
I

toward this phase where I am right now and I didn't have the equipment, I didn't know

how to paint well enough was part of

it. I'm a much, much better painter now than I was

when I first started out. But it's also that I feel up against the wall in some ways,

I'm
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much more willing to stand up for myself than I was before. I can't get away from
myself anymore. I am me and I can't get away from

it.

t think when I was younger I was

hoping I would turn into someone else who would have a lot easier life somehow, but it

just hasn't turned out that way. I am me, and it's caused all kinds of problems and it's
also created all kinds of wonderful art. I haven't been able to live what you might call a

normal life just because I'm an artist and I can't get away from

it.

I think in the

beginning I was wishing I would just get over it; and just settle down and do something
more stable and freer and more comfortable with my life, but this is it." It's made me
more likely to use myself as a subject. Which is what that painting is among others.
Because when I was younger and I used myself as a subject,

it was a painting of

a pretty

girl. Not that I was that pretty, but I was younger. A young woman in a painting ---that
was not a good time period to be doing that during the wave of feminism. So now, by

putting myself in apainting it's the glorification of a late middle-aged woman, so that's
one thing that's changed about my

art. I think I've

also become a

lot more ferocious

as

I've aged. It's that same feeling of --- how would I putthis? Okay! One of the things
about being an older woman is that after you reach a certain age

-

no one can agree what

age this is --- but at some point you become an older woman, you become the big sister

or something and you don't have a sexual identity in the culture any more. And as I've
gotten older, that's something that I'm beginning to address in my

work. I'm working
1

on a series of like a self-portrait as Diana the Huntress catching men in a butterfly net.

I

I

That's because they're the two goddesses and sometimes they go together and
everything, but usually it's Diana and Venus. Venus is the goddess of [ove, who runs
amok all the time, and you know is the total heathenness, and Diana is the one who is the
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virgin, the one who keeps order. So those are the two and I felt like I was moving into
the Diana phase more and more as

I get older. Not that the world is treating --- I'm not

being treated that differently by the world compared to some people I know because I
I

don't look that different compared to before, just older, but some people are having

a

much more extreme experience of being just ignored totally, but I stitl can feel the
pressures...there just a whole lot of ways it makes me just really angry the way we're just

written off totally, so that's affected my work. I'm addressing this in my work by
showing myself as Diana but I'm catching little nude men. That's just one
also, the way that

thing. But

I'm living my life."

In response to the question about the effects of aging B.J. Chistofferson replied,

"[n

a good

wzy,I think. I'm just much more able to fulfill whatever my ideas are. I have

the ability to

just figure stuff out, like how I am going to do this, how I am going to get

this effect. It just seems like it's much more abbreviated. Not my style, but my process."
Christofferson talked about ceramics artist, Beatrice Wood. "She died recently and she
was

just one of my big heroes. She was over 100 when she died. She did ceramics and

you would just die to have one. And used lustres and had it completely perfected.

Completely kept on working until she died. She was covered with jewelry and had this
fabulous personal sense of style. And just got rnore and more refined. And I mean that
when I say refined I don't mean more and more precious or anything. I just mean more
and more her - - she just got better and

better." Christofferson reflected on a memorable

encounter with another older woman: Early in my marriage I went to brunch with my
husband's

family. This lawyer, Rachel Tilson, she was married to, there was a bunch of

Tilson's that were involved with the tribes, and there was this very old woman there and
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she

just kind of blew me away. Cause I was was in my twenties. I didn't even think

about it that much because it was like my grandmother and it just didn't register that
much because at the time I was just extremely self-absorbed. I remember thinking and I
even liked how she

looked. Obviously

she was pretty

old. It tumed out she was this

dowager like in her nineties. Even her personal sound, and I thought, 'That's how I want
to be when I get

old.' It turned out it was Meridel

know about her

life. And I think, oh of course. So here I met this hero. This

LeSeuer. Now I've read her work and I
leader.

And I didn't know who she was. She just had this presence and I just thought hum.
That's what I'd like to be. Not her, but like that." Christofferson reacted to being called
"a tuning fork for authenticity."

"I

guess that's what

I really crave, and that's what I

want in my work too. That's what ['m working for in my own work, and I hope I have
the same kind of tuning fork when
to

it comes to my own work, and that I have the courage

just say, 'Time to move on,' either whether it's one piece orthe whole. When it's

time to move on to something else, I hope I can do that."
Said Joyce Lyon,
is what I have to
somewhat

"I

do very much admire the stance of some older artists. 'This

do.' They put the hand on their hip, and they just do it. I think I do that

more. I am the most representational of the artists in my department. Which

doesn't mean that I am an illustrator. There's this...and I think I would have been
somewhat concerned about that earlier. I think that I am very much, I am somewhat
influenced by many ideas in the art developments of the last 100 years, including
abstraction, including conceptual work. But that the format still was probably - -

if it was
I

most recent - - I want it to be recognizable. I want people to be able to situate themselves
I

within it because of recognition of the subject matter. I can move outward from there,
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When I make a really big piece I notice that I get tired, but that hasn't stopped me, but it

could. You know, I injured my shoulder a couple of years ago. It took a while for it to
heal, and this big gesture of arm which I had taken for granted wasn't so takeable for

granted. And I didn't like that. I've had the privilege of being connected to people who
are older than me and so

['ve watched the passage. That doesn't mean that I am saying

what about accepting it in myself. I'm not. I know what's coming, and there's a little bit
of urgency. I probably wouldn't undertake sornething that was totally extraneous that
was going to take me off of something, away from something I thought t really wanted to

do. Butjust saying, what's ayear?

We don't know." When Lyon described the Venice

Biennale of 2006, mentioned previously in this study, she described a poignant work by

artist Louise Bourgeois, who is in her 80's, in the exhibition, "there's [a] piece by her...in
a funny

little tower. A little short tower it's like the top of a lighthouse but it's faceted

it's round. You go inside - - and here it's architectural but

so

she hasn't contributed to that -

-and you hear sound. And then you realize that it's a woman's voice singing and that it's

in French and you can't make it out. Then you realizeit's an old woman and then if you
know anything about her, you realize it's her voice and she's singing folk songs. And
eventually out of all this layered sound comes Sur la pon, D'Avignon, lon l'danseur...

It's this French folk song and she's singing it like

a

little child, and it is, you know,

she

contains all of this. It's the most wonderful piece for what it's like to be an old woman
and still contain all the pieces that you have been- And it's small and it's intimate. And

it tests you because you have to stay long enough to figure out what the sound is. And
you need to be able to recognize French and you need to recognize an old woman's
voice, because her voice changes, there's one place where it's really cracked and she
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sounds like she's about to 'give up the ghost.' And then a clear young line comes

through. That's what I'd like old age [to encompass]."
Santiago said,

"I think that I have grown stronger, very, very strong, I think in

terms of myself as an artist without producing that much, which is interesting because my

productivity is down...I'm split in too many ways, and I'm getting older. I want some
time to think about my art and relax a little hit."
When asked if growing older has affected her work, Dorothy Odland replied, *'I

don't know that it has," but added, " I'm selling more work."
Odland, Joyce Lyon, Marilyn Summers Cool, Maria Santiago and Pat Olson saw
retirement as not teaching anymore.

All

expressed how much enjoyment they get from

teaching and from the teaching community. Said Lyon,

"[

am aware that a chunk of my

identity cornes from being affiliated with the University and I continue to love teaching."
Santiago said, "You know, I love teaching. I really love teaching and that's part of my

career-I have that split focus of being an artist myself
it's

a mentoring role or whether

and being a teacher and...whether

it's a conventional classroom or whether it's just helping

out a friend in a way that I'm helping guide someone, it feels good to see someone make
a breakthrough."

But when asked the question, how would you define retirement for yourself, the
participants gave emphatic responses: Nancy Robinson was aghast: "What are you

talking about? Like I would stop doing art or not have an art career? Yeah, when I die.

I'm serious. That's not even a concept. I don't think that artists

can

retire. I think if you

retire, you weren't an artist. And you can quote me on that. To give up art? I may as

well just die. It's not worth it if I don't do art." Goodman said, "I don't know what I'd
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do with my time. What could give me angst? No, I really

don't."

Said Georgette Sosin,

not surprisingly, "To be an artist in any field, what we said originally when we first
started talking,

I think you have to be pretty dedicated to the idea that you have work you

need to do, and want to do, regardless of what people think about

it.

Whether they really

like it or don't like it or whether you're going to end up in a museum or not, or whether

it's going to be played by an orchestra. t think that that impulse to create is something
genetic, or I don't know. I can't explain

it.

And generally speaking, when somebody has

that in them you can tell them all you want, 'This is a crazy thing to do and you would be
better off going to secretarial school or something' and they would not take your advice

*Y*uy,

so

it's some inborn need that one has. I have been [an artist] all my tife

and

hopefully will continue as long as I can."
Said Cool,

"No. Retire to me is when you decide not to teach, you decide not to

exhibit perhaps, when you decide to throw in the towel. So as an artist, no, it will be a
continuum for me of one sort or another. And I can say well I hope my work will get
more meaningful. I hope I'm more appreciated. But you know, everybody wants to be
appreciated so I don't think I should have a corner on that over somebody else. I think I

won't retire. I will not retire from the arts!"
Leann E. Johnson is practical about retiring, "Yeah. Because we're all finite. The

notion of being I I and bulletproof is long gone. lnteresting, my vision of retirernent
doesn't mean I'm not doing artwork. That's the interesting part of

it. My version of

retirement is I'm not having to drum up work [o make ends meet."
Joyce Lyon talked about investigating a phased retirement and said, "One of the

things about being a studio artist is that if you're lucky and

if you set it up right, you
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don't have to retire until you've gone, and that would be pretty sweet. There's some
power in that."

From B.J. Christofferson, "No. You mean stopping? To me retiring is quitting the
day

job and being in the studio all the time. To the point where I just make choices about

what I eat even and stuff to keep myself really healthy because I want to keep working."
Pat Olson laughed and said,

"l don't intend to retire from making art. That

is

really at the core and if I don't do that, at least, I get crabby. I get crabby if I don't do it."
And Maria Santiago expressed it wholeheartedly, "Finally, a chance to work! The
opportunity to work and it's like...It's notthe end of work but the beginning of the kind

of seriousness that I had years ago."

Mentorins. Advice-Givins and the Attitudes of Youns Women Artists.
Wornen artists who mentor take on leadership responsibility for the passing on

of

knowledge, experience, and wisdom to emerging artists and the up-and-coming
generations. Nancy Robinson, Dorothy Odland, Marilyn Summers Cool, Joyce Lyon,
Patricia Olson and Maria Santiago have extensive mentoring experience, all having
served in the WARM Mentor Program, which had its origins
present time.

in

1982 and continues to the

It is a bittersweet responsibility in some cases. Nearly all of the research

participants engaged in formal or informal mentoring and those that did not were candid
in their feelings towards young women artists.
Nancy Robinson reported s\e is not doing formal mentoring now but "I'm

informally doing it all the time. If an artist calls rne and says, 'Can I come talk to you
and show you my

portfolio?' I do it

as soon as

possible. I just do it. That's

a

call I can't
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ignore at all, and I routinely review people's portfolios for them and talk to them about
what they're doing and sometimes I take on students for a while just to get them going.
When I was starting out, I was calling artists and asking to talk to

them. As soon

as I

started Betting a sense of myself as an artist, I definitely oh yeah! This is my community.

It's not just artists, it's art dealers and 'art whatevers.' Anyone who is in the art
colrlmunity I consider my community even if they don't know who I am or whatever.
Even big name artists. I mean this is a really special business, so I guess I always have
done that ever since I was aware that I really could offer somebody somethi.tg."

Regarding young women's attitudes, Robinson responded, "'Wel[, the last woman

who called rne was very much like we were in the seventies, and she knew all about the
seventies..,and she wanted to talk about being a feminist artist. She came over, she
brought a friend and we were just going to do this little half-hour or hour thing and they
ended up hanging

out.

We just ended up talking about art, and they tooked at my art, and

they were giving me advice, and they were college students. I said, 'Thanks, I didn't ask

for advice but I'[1 take it.' A lot of young artists aren't going to end up being artists. I
meall, who knows, they're art students so it really takes a few years for everybody to get
sorted out and figure out who is going to really go for

it.

This one is going to go for

it.

I

could tell. Definitely. That's what she's going to do. She was greatthough. She made
me feel a lot of hope. She didn't take anything for granted that anyone did to lay the

foundation." Robinson contrasted that by talking about "young women who aren't

artists." Said Robinson, "They're giving away all their power and don't get it about what

it took to get that power. They're not going to vote. They're changing their names
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when they get married. They're talking about giving their husbands respect. I mean, I'm

worried. I'm really worried but that's another group."
Regarding advice to women considering a career in the arts, Robinson said,

"lt

would depend on what they want to do in the arts. Women can get jobs as college
professors now. When I was first starting out that wasn't an option. There weren't
women college professors pretty much, and if you were, you didn't have tenure. There
are rnore careers in academia now for
secure, good, solid
go on a

wild,

women. If a woman wanted to have

a reaHy

life in the arts, I'd tell her head for academia. If a woman wanted to

cra:zy adventure

like me, I would probably give her the same advice my art

teacher gave me. That is, round up the forces because you'll need a lot of support from

people. I'd also, --- well I don't know. It would depend on what the artist wanted to

know. I often have talked to people about my life in the arts and I'd say 'this is what I
did, but I'm not going to recommend it as a life sfyle.' There are definite consequences
and you lose a lot, you lose lots of people and

it hurts. You also have a really fun,

adventurous life compared to some people. So, I guess probably the main advice I would

give, is to make sure your heart is in it if you're going to go for it, for any kind of
personal

vision. Make

sure that your heart is really in it because what it always gets

down to is it's you and the art. That's the whole story. Anything else, the trappings of

life, the things that people enjoy doing and all those other things are really incidental.
You and the art-that is the story. And so if you're not up forthat kind of ride you might
want to think about other ways...because there are a lot of ways that you can do art or be
an artist without having a really

diffrcult

life.

100%, you can pretty much guarantee that

But, if you're going to really go for it

it's going to be a difficult life one way or
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another. But it's also a really wonderful

life."

Nancy concluded,

"l

am proud of how

much leadership I've given to other artists -- especially women artists. I've been able to

give some to the male artists, who are very challenged, even though they are men. It's
really hard. In the process of shoring myself up daily, because I was programmed to fail

kind ofjust by the way our culture is set up-[ mean I have this internal voice that tells
me all the time that

['m really not that great

a person or

anything. In

so many constant

ways of shoring myself up I've been able to do that for other women-to shore them up
and get them doing their art.

['m very proud of how much I've

been able to get other

artists going again when they get stopped. Sometimes informally with just friends,

who'd do it for me, too- And they should be proud. Sornetimes forrnatly where I've been
paid to do ir."

Although Bette Globus Goodman eschewed the available mentoring channels, she
offered up advice to budding young photographers. Goodman said she would advise
them "to be well-grounded and realistic and don't go into itjust to make a living, And I

know a lot of them do. $Ihen I went over to the school I realized I didn't fit because they
were very oriented towards being a professional, wage-earning photographer and

it

wasn't the type of portraiture I do. You know they'd have certain poses, and certain

lighting systems and certain nets, and everything is done to formula and I realized, first of
all, I love natural light, I really love natural light and it is around five times more difficult
than lights, once you get lights. Because

if you know your lighting system, it wilt be

consistent for you so you can sit people in, you know, do portfolio pictures of actors.

That's a good way to make a living because they need pictures. But you know you're
going to get the same quality, the same background stuff and I wish I would have been a
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little more oriented towards business and I wasn't. So I think I would say be very
realistic, find out, try to do a budget to see what the costs of photography, to go ahead
and be a professional. And.. .just mentor, belong to a women's group that helps you

other than going to school and learning how. I don't see how you can become a
photographer in this day and age, be a professional photographer and not go through

training. You just can't." Goodrnan continued, "If you go to be a professional
photographer now you can only be in digital. You can't afford not to be. And then with
the computers and laptops you have to invest in all that to be able to show your client

what work you've done. It's a presentation. It's a very high-tech approach to

photography. [t's exciting and it's wonderful. When I was over at MCTC I loved seeing
some of that work being done by the students and by the

community. It's tremendous.

It's like different worlds, ffid not to say...that the New YorkTimes had

an article out

about how arty Gap has gotten and Target and all our ads are so artistically arranged so,

you know it's like bringing the two worlds together, the aesthetics of the art world-..it's

like the art world and the commercial world are really merging. And the published work
that we see in our newspapers and magazines and on TV

visually. And it really takes

a

- look how we're bombarded

filtering process to be discriminating. And that's all I

know."
Georgette Sosin related her experience as follows: "When I taught, there were
always people who came to me who were again more or less my age. And the people I
mentored were my age, and I don't know why that

is. For one thing, I don't notice

people's ages anyway, unless they are very, very young or very, very old, I think
everybody is my age. That could be an insult nowadays, but it's just that I'm not aware
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of this. But I do know that people out of college certainly must have different ideas than
say, I did when I came through at that age. So things are
the time I was
at a later

different. I had four kids by

24,1think, or25. People don't do that any more. I think people have kids

time. Women's lives are different...I

have two daughters who didn't ask my

opinion who do have careers in the arts and who have a very, very rich but difficult time.
One daughter who's a writer. She's just finished her first novel, which is a work of love

about three years in the making. And I have a daughter who is a musician, she and her
husband, that is their entire profession. They do South American

folk music and they

live frorn job to job. Which is very difficult when you're almost 50. So, I guess
anybody asked me my opinion, I would say, that maybe teaching

if

if you're willing to take

some training in that, or to open your studio to teaching. I have always been able to teach
and I've always had adults who would come to me in a group and we work together sort

of in

a

class. I did that while I was in the 800 Building before moving here. So this is

really the last six years are the first time I haven't taught. I think that kind of explains
how the gallery kind of baby was

willing to do other things that

born. I would say you have to have at least that and be

are not related,

if necessary.

Because

it's not a way to

make a living. I know some people that we would consider to be extremely successful

from the point of view of selling or people knowing who they are and so on-they could
not live on what they make. And I think that people who are really going to be artists

probably would never come to me and ask me what they should

do.

I think they would

just say that's what they're going to do-" And Sosin gave her advice as follows: "Be

willing to make your own corlmunity. Gather together some of the artists you like. All
women, men included

if you know any of them. I just don't happen to know that many
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men artists but I do know a few that are very important to

me. Get a discussion group

going. Visit each other's studios. Don't wait to be invited. Don't wait to have
somebody else organize a group. I think that's what leadership is about if you're
interested in

that. t think it's saying,'This

not going to wait for somebody to do it for

is what I need. This is what I can do and I'm

me.' I think that would

be a very valuable

piece. Because artists are pretty isolated. We work in our studios. Can't really do it and
talk to people and have a social
leave their doors

[ife. If people think they're

going into a building and

open. I never had my door open when I was in either the 800 Building

or the 700 Building. I closed it and locked

it. If I wanted to see somebody ['d say.

'Come by at lunch and bring a sandwich.'

Or'I really

'I

need another eye' or

and I think

need you to look at this piece', or

I'd make an appointment with somebody.

it is true for anybody who works in isolation like that -

So, that social aspect
a writer, just as much.

Invite the people whose work you like and people you have some connection to and take
that role of leadership."

Marilyn Summers Cool's mentoring has been formal, through the program
offered at WARM. Said Summers Cool,

"I like to see the core stuff. I like to see other

kinds of stuff too. But when I can know somebody and what they're doing and can
respect their work or who they are, that's

exciting. [The core stuff] is something that you

don't always know as the person on the outside-that's something that's important to

them." The protdgde working with Summers Cool is "dealing with core things-the
things that have impacted her life the most. The things that she thinks about more

strongly." Summers Cool talks about two other protdgdes who are very strong, very
committed, very motivated, self-motivated. "There's different kinds of motivation.
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There's the extrinsic and there's the intrinsic. If you can have the extrinsic as a motivator
as

well as the intrinsic as a motivator, that will work well for

you. If you try not to get

discouraged and can keep working and connecting well, you're probably going to
succeed in whatever you do for the most

part. And I

see those two as being strong

motivators. Very bright women. Very different women. But
some that just touched my sou[.

I'll te[[ you, there are

A couple of them just really touched my sou[. They've

just quietly gone on their wny, and I will always remember them and I'[[ remember their
work. I don't know if I described the core to you because of my limitation in language, I
guess I can't think of a better
happens and

word. But intuitive, motivator, the soul motivator, tragedy

it comes out in their art. Their life experiences come out in their art. This

whole career thing is just baffling to me. I can't see career perfectly clear because I think
there's so many things that influence how a person approaches their art. How your
protdgdes.

.

. I never wanted to impose myself upon the protdgdes. I wanted them to be

on a path. Figure out what your path

is. They used to think that they knew, they'd sit

down, they'd make the planand I'd say,'This is yourpath.' Then something would
come along and they'd say,

'I can'tdo this because... this was the plan. This was my

path.' I'd say, 'It's still your path. But you had to

step aside. You had to do a side step.

But you're still on a path, but now your path goes like
path you were

on. It's the same path, you know,

this. It's right

parallel with the

but something has changed your life.

Something has inspired you, maybe. Maybe it's a good kind of a thing. Maybe it's a
huge awakening that you couldn't have known here. But maybe it's a tragedy. Maybe

it's a loss of ajob, loss of a spouse, loss of a baby. Having two sets of twins.' You know
that's interesting about being a star. Some people want to be stars more than others.
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Some people can be stars more than

others. Some people cannot be stars. I worked

with a couple women and I can say, 'No way! No way!' No way could they be stars.
They could be a star to someone. They could start feeling better about themselves, so
they look at themselves as a star, but as the public sees them, they will never be stars.
That's another thing the perception of what a star is. We're inundated by media day in
and day

out.

The whole emphasis on appearance - - was it Warhol that said we have l5

minutes of success or fame? There's some truth to that. Here today, gone tomorrow.
The fading stars, the rising star, the brightest star. That could be a series in itself. I try to

listen. I think

the best thing a mentot can do is

listen. And then help them make some

choices for themselves. I tried to rnake that clear in the beginning, that that was what was

important for me was to help them find what they wanted. I said to me, the beauty of
being a mentor or to be a protdgde is to be able to say'this is what I want'. When you go

to aclass, you cannot say'this is what I want'. You have said what you want based on
need or maybe you think you would like to take that class so that's

an'I want', but it's,

not really about you, per se. It's a part of who you are and what you want, but when a
mentor says, 'well, what do you want'; it's not that the mentor can give you that nor can
the protdgde achieve. But it's looking at some of the reality, not knowing all the reality.

Looking at the possibilities, not knowing all the possibilities. Trying to be honest. That
was one of the things I always said is I expected honesty. Because I want honesty for

myself. That's hard. It's hard to be honest with one's self. Because part of being

a star,

part of the glory of being out there doesn't always talk about honesty. It talks about

fortune. Timing; being in the right place at the right time as they say. I could never
promise any of those things to any one person. I can't do it for myself, I wouldn't expect
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it for them.

So I think honesty with a protdgde is good, but for a protdgde to be honest

with herself. 'Did you really spend ten hours in the studio last week?' 'Wel[, I thought I

did.

Maybe it was just four and a half.' 'Do you really want to do such and such? You

know, you told me in the beginning that you wanted to do this.' 'We[[, you know, I
thought I did but because of this, that and the other, maybe I'd better do thus and so.'
That's being honest. So, I think honesty is really important."
Leeann E. Johnson related her experiences:

"I

started to [mentor] with one young

woman. I was part of a Community Center Art Show. I broke even. I was one of the few
artists that did. It was that badly bungled. One gal, bless her, made one sale...it was

my mailing list.

off

'['m glad you got that one.' fu1d I rnet this woman - - she had come

there to meet the

artists.

She was new to the area and we kind of struck up a

conversation. I started to sort of informally mentor her because I said, "Come by,

I'll

pull out my resources and kind of give you an idea where to go for certain things, and
things to kind of avoid, that can talk a great game, but take up your time. I must have
spent an hour with her, and I lost track of

her. I tried calting; I tried writing. 'I'm sorry

the number you're calling is no longer in service.' I knew she had a little boy. She was

married. The last I heard the marriage was getting a little rocky. And I don't know if

she

relocated. I don't know what happened to her. What was fascinating to me is she did
sculpture, which is not my area of expertise. Never did

it. What I know about it you can

put in a thimble and have lots of room. But I liked her work. She was interested in what

I was doing, so we again had this rapport. I literally sat down and said, 'Okay. Here are
the avenues to pursue. I can't vouch for all of them. But here are some resources. Here
are some numbers.

If you're looking to save money in your

arts class, here's the place to
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go.' And I literally sat down with her, pulled up my cards. Pulled up my information and
for a [ength of time I was able to stay in touch with her. I used to say, 'Don't give up.
Hang in there. Despite how it looks. It's
once in a

okay.'

Then she disappeared. I think about her

while. You know. I hope she's okay. Hope

her son's

okay. Hope she's still

doing artwork. I actually found one of the letters that she sent to me, which was a thank
you letter. At the time I didn't think I was doing all of that. What I wanted to do with
her was what I had hoped someone would do for
get all of

ran

it. So my goal was to basically

into.

me. And I got some of it, but I didn't

help her avoid some of the sfumbling blocks I

'So let me give you this. I won't make it sound like it's set in stone, or that this

is the gospel truth, but more acase of this has been my experience. Take from that what

you can."
Johnson was very pleased about the progress a student in one of the workshops
she taught

for WARM made. Although the workshop itself left much to be desired,

Johnson reported,

"Ironically, out of that workshop there was one gal who took to it like

a

duck to water. She was really interested." Later while attending the Irnpressionists

exhibition at MIA, Johnson said, "The place was packed- I remember that distinctly. I
remember someone tapping me. I furned around and here was this young woman, at that

time, atrd she said, 'Didn't you teach a printmaking workshop at Como Park High

school?' It was that young girl, and she said basically she loved what she picked up. She
said it was a great class-" Years later Johnson ran into the woman at an Open Book

event. "She'd graduated MCAD focusing on printmaking. [t was like, 'Okay. So it [the
workshop] wasn't a complete wash.' That blew me away, because she was one out
twenty some odd girls. I spent all of four hours with these kids and it was that one

of
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thing." About younger artists, Johnson

said, "There is a certain amnesia there.

It's kind

of like young women not realizingthere was actually a feminist movement, Part of it is
because they had no personal involvement in what it took to get there. The best I can say

is that for them it has always been like this. So what are you talking about that there was
a struggle? There was this obstacle or this challenge? Because

it's not their

experience,

they don't see it. There's no frame of reference for them, there's no personal involvement

or investment. This is not part of their make up. Unless they have someone in their

family or in their experience that can directly impact and make it personal for thern, it
doesn't register. It's an anecdote and that's as much depth as it has for them. I see it in a

variety of camps. You've got folks who still are maintaining this myth that you have to
starve to be an artist and that well, you're not supposed to be able to live in a place that's

clean. Then you've got the ones that whatever it takes to make a sale, and make lots of
dollars, and get the grants, and get this. They sort of have almost a corporate mindset.
Which seems almost contradictory that - -I'm sure you've noticed in some artistic venues

it's becoming more corporate ties versus artistic. Then you have the folks who are away
from the traditional foundational work. I run into that a lot as a graphic designer. A lot

of graphic designers are shocked that I actually draw. I'm [ike, 'how in blazes can you be
a designer and not have some hands-on

with

it?'

That's because everything's on the

computer. Th*y can do the bells and whistles. They know the programs like the backs
their hands. But get them to conceptualize or come up with a concept and you start
seeing a

fiuitch." Johnson had advice for young women artists: "Have

a back up plan.

Develop your instincts and fol[ow them. Because the one thing as an artist or no matter

what your profession is going to be, you're always going to have someone who says,

of
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'Well, we don't do it that way.' Okay. But that works for you. 'Is there some way I can
re-work it so we can both work together on this?' Also follow your instincts because
there's always someone there who loves to take advantage of artists. Always. I don't

know of any time or place where that isn't the case."

About mentoring, Joyce Lyon said, "['m very proud of that connection. I don't
have children and I don't think of the women that I have encouraged as being my

children, but the relationship across generations has encouraged me. I think it is akin to

that. Did I have someone like me? I had...No, when Judith Roode talked about
inventing the mentor program at WARM and calling it at first Rent a Mentor that was
asfutely observed, that that was not common. I went to Barnard, which is a women's
school and which is a fiercely...aware that women are imporLant, so in some ways I

didn't have to...there were layers of acceptance of the possibilities of being
I didn't have to create for mysell but I see sorne of my friends
student there. And

it

did.

a woman that

But I wasn't an art

was one of the seven sisters and there was no, there was no art

program. So I saw, in the English Department I saw that kind of mentorship happening.
But in the particular place where my real passion was, I had one teacher who was really
important, two, but they weren't mentors - - not in the same way. And they weren't
women and then, that may be-..with one of them,

if I had stayed in New York

had done the New York thing, that might have been a mentorship. But I

and

if I

didn't. And part

of what drives me is that it would have been good to have it, so that's something I have
given to the world." Regarding working with younger artists, Lyon said, "There are

cycles. What we read about among young women in general, that enough has changed,
so that, and memory is short, so things are taken

for granted. And we've also had, since
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I entered, and we've had at least two periods of real economic boorn where it seemed in
the mid-eighties, it seemed for all artists that there were a1l kinds of possibilities. That
people decided that art was a great, you know, corporations had decided that art was a
great thing and they were buying like crazy, the First Bank collection, all of them. And

it

looked like it was a development, not a phase and it turn out then to be a kind of bust and
then it turned out to be a phase. But at various times the young women had taken for
granted that feminism was, at the very best, their mother's story. No longer necessary
and kind of

icky. I mean ['ve had any number of conversations, this is not only young

women but contemporaries also.

'but'

'I'm not a feminist, but...' You know that. And then the

is some sort of observation that had feminism not been made into such an ugly

word-you could point at that
men differently without

word. It's

as an observation that the

world is treating the women and

justice. But you can't say that because that

has become an ugly

also true that as the spiral continues there have been times when, in general, I

think young people have been more activist and the women have been more proactive on
their own behalf. Then, although they're still aware that my version was much earlier
then it's kind

of

'Oh. You're one of the foremothers. Tel[ us how it was. But don't tell

us too long because we're really interested in how

Regarding her advice, Lyon said,

it is for us."

"I don't do it as an onslaught, but over a period

of time I would try to figure out if they know how important the money is. How much

of

it? I would do this regardless of gender because in the arts that's a concern. I would talk
about how they may very well have to invent ways to sustain themselves. I'm not the
best resource about how to get on the track that

witl take you to New York although I do

have-..there is a young woman who did her BFA, and a lot of it under my wing, who got
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a Guggenheim last year and who is

-

I was just in Los Angeles and I saw a quirky little

piece that she had done. And she's doing the'fast track' just fine, but she didn't get the

'fast track'part from me, And I like being able to'touchthe hem of her garment.' I
rnean I

will

say that there are strategies and they need to figure them

out. But I'm

still...they need to be deeply enough into their work so that that relationship sustains
them, feeds them, guides them and then they can make choices about

how to guide it; and how to make a life out of

it.

So

it.

How to drive it;

it's still kind of experientialist. In

the department we are more and more concerned about giving them at least some

practical tools for contending with the art world. And so I'm teaching the BFA seminar
and we have someone coming from Springboardfor the Arts who

will do some

brainstorming, planning for encouraging them to think about where they'd like to be in
five years."
B.J. Christofferson had this to say about younger women artists: "I think that
younger women now. . .I think they are more entitled. You know that they feel

more...I'm not saying there are no struggles involved, I don't think that's true, but I think
they've been raised to assume more. And I think part of that for me is that I wasn't even
supposed to be an

artist. It was looked down on in my particular family, so I don't think

I have a norrnal view of that. I mean I think there were even more barriers because my
family didn't want me to be an artist because they thought that was bad." And her
advice,

"I'd probably

say, 'get a day job.' I would. That's what I would s&y,.'Have

. something that is meaningful to you so youcanhave...'Because forme, I find that if I
completely don't have money to even pay my bills, it does not enhance my creativity in
any way. So I guess that's probably where,

if I were asked, that's what I would

say.
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Find something that you can do for a living that's compatihle with you with your values,
and do both until you can God

willing get to the point where you can just do art. But

what if that doesn't happen? What about a[[ these people that...That's why I like the
Outsider artists; I like Simon Rodeo because he went to work every day for 33 years and

built the Watts Tower in his spare time. That's where I'm coming from. Because that's
the reality of

my... Or maybe marry, what Flannery O'Connor said, marry somebody

with a good job. Or'a' job. Marry someone with'a' job. You know, I mean that seems
like agood...that seems like good advice too but if that doesn't happen then you just find
your own. . . in some ways I guess I think that ideas have changed enough about women in
general that I think it's supposed to be easier and I would like to think that it is, but I

don't know if it's still, if it's really a reality. I don't think that I know enough young
wornen who are artists that I'd be able to say."
When invited to talk about teaching, mentoring and the affitudes of young women,

Patricia Olson had this to say, "When I was yomg, there was a sense that something
needed to be done. And, by God, we're at least going to

try. Maybe

we weren't so

articulate, but, something needed to be done. And I don't see that same sense of urgency
among young women that I work with today. In fact in some ways, again, that impetus
seems to stymie

them. Oh, and I hear a lot of nostalgia for the 60s, like something was

happening then and there was at least real, real issues that young people engaged in and

you say, wel[, you know the 60s were then. What interests you? Go do it. You could
have that if youjust perhaps go do

it.

And the otherthing is that we have come a long

way in the last thirty years; barriers have fallen and they have a lot more opportunities.
Discrimination is much, much less and one wishes that they appreciated their position a
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little bit more, but again, why should they? This is their life and this is their...and there's
constant talk about the F word

it.

-

feminism and that young women do not want to embrace

We have a class here at the college that everybody has to take their first semester

called The ReJlective Woman and sometimes that's derisively called Feminism 101,
which it isn't quite frankly. It's about introducing people to criticat thinking and kind of
what a college kind of experience could be as opposed to kind of rote memorization or

it's just what you feel, well what about what the other person feels and how do you
incorporate that into your thinking. It's an interesting course. It has an aesthetics
component and so on. But in some cases there's real resistance to what they think this
course is about. And I blame the media. The media has given feminism just a very, very
bad name, and you know,

still people talk about bra-burners like it was just the worst

thing in the world. And I wish they had kind of a more of an appreciation, I mean, at the
Women's Art lnstitute this comes up all the time. The young women do not want to deal

with that word. And we have a wide range of people so we have older women too and
they want to be feminists and the young women ought to be feminists too and usually
people are quite respectful but every once in a while we have little clashes of 'you ought

to be grateful for what we went through.' Oh, really, why should they be? On the other
hand you wish that they would be a

little more cognizant of their history, but maybe

that's the next generation." Olson's advice to an aspiring woman artist, "Oh, ['d say'Go

for

it.'

You know, you also have to find your passion, because that's what's going to fuel

you. You've got to find it within yourself

because in general the arts are not cherished in

this culture unless you're at the top, unless you're a star and making lots of money--that's
great. But just kind of people, people find out tr'm an artist or something the first
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question they ask is, 'How much do you sell your work for?' So there's always that, in

this culture, that money equation. So I always encourage people and I do have students

who sit across from me and sfly, 'Do I have what it takes? Is this a good thing for me?'
That's very courageous thing to ask actually and usually the ones who ask that do have
what it takes and you say'Yes, but you know, nobody's going to hand itto you. You're
going to have to go out and look and you're going to have to find kind of an inner

motivation. Which in the end is very satisffing. You can have

a very

rich life, it's just

not going to be the life of a corporate titan." Regarding opportunities for young women
artists, Olson said,

"[t seems like there's more opporfunities, and therefore more chances

for satisfaction. More commercial opportunities, yeah. It seems to be expanding." But
she added,

"It might

be

just where I am but I think there are rnore formal ways that one

can work, either through the arts or not, on the inner

We'll let others that

life. I'11just call it the inner life.

say through the commercial world or the world of work or

professionalism or getting ahead. There's a lot of at least, you know, talk about

spirituality. And I think the women's movement is to be credited with putting that
forward. You don't always

see them in context

with each other but at least saying this

capitalism and this kind of outside search is just not the only way to go. Money is just, in
the grand scheme of things, is not the only way to go. The Women's Art Institute did not

exist 30 years ago but now it does. For those lucky few who get, who stumble upon it,

it's the only, as far as we can tell it is the only program tike that inside an educational
institution in the country."
In the classroom, Maria Santiago emphasizes to sfudents, "You're here to steal,

you're here to steal anything I have, just take it, just ask me. When you get out I'm not

I
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going to be around, maybe someone else will be, but this is your opportunity to get
anything, benefit from anything I've experienced. The other thing that's hard in teaching
is that people want everything packaged and some students say they want push,
be radical and do all this', but when you really get radical with them,

and'I'll

it looks like they're

not seaworthy. They don't have a seaworthy vehicle to go out there where they think
they want to go, where the pioneers go. And they have to huild a raft or they have to

build that strength to do that and every experience they have is what they create their boat
with and whether it's that they went to summer school and had a certain experience,
whether they read poetry, all these things, a[[ their experiences, the kind of parents they
had, helps them build their boat and

if their boat

has a hole

in it they have to deal with

that and then they can be seaworthy. Mentoring [as opposed to teaching] you can dig in
deeper and help people to dream.

If you can't imagine yourself in a certain situation then

it's really hard to make that work."
Santiago gave her viewpoints on the attitudes of young women artists:

"I don't

know that people always realize what the women before them went through so that they
can be where they are right

now. And I don't know that I even realize that because

people further back, of course...we're all standing on the shoulders of other women

who've sacrificed andjust like, you know, me, who might sufferthrough grad school and
have to put up with certain affitudes in order to get my degree, there's people behind me

timewise who had to give up a lot more of their integrity, or a lot more whatever just to
make sure we can vote...I mean all the strides, all the sacrifice people made to build up
the world where we have some privileges. I don't always know that there's enough selfawareness about that and I don't know

if we're doing a good

enough

job at

I
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communicating that to young women as to what their freedom to show their bellies off
comes from or where their freedom to take

a

job that rnaybe wasn't available before,

freedom to express themselves candidly or to be sexual even, without condemnation, or

to raise a child without a dad

-

all those things are kind of freedoms that come from other

people who were trail blazers. So I'd say what I see is maybe not enough awareness

but...that's about it. That's about the main difference. I think we're alt pretty similar,
evolution happens preffy slowly. So I don't see a big difference
As for advice, Santiago said, o'Well, for one thing I'd tell them they need to have a

life first or live their life so that as they're developing as an artist they have some reason
to be an artist. That being an artist is not just a kind of ah...I like handiworks so I'm not
going to say knitting is mindless, but if I can just use that as a metaphor, we're not just
keeping our hands husy or entertaining ourselves with our art, art is a powerful toot and

they'd have to decide what art is for them or put themselves on a path where they can
discover that. I think a good place would be to be in school or to be in a grad program or
something like that where they are surrounded by other people that are exploring the
same thing, like, 'Who am

I? Why am I doing this?' But if someone thinks they want a

career in art they already have an idea in their head as to what

it is. So I've

asked them,

'well what do you think art is about, and how do you see it in your life?' and for some
people they may be very huppy to have a little screen shop where they screen print tee

shirts. And that is not a bad thing, I mean I tike screen-printed tee shirts, I wear them,
and that may be their vision of their creativity, so you'd have to ask some of them. Some
one else might say,

'Well I have these spiritual beliefs I want

a way

of articulating' and

someone else mighthave political things they have so...for the vast majority of young
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people they don't even know, so the thing is to put them in a safe place to develop until

they figure it out and I think that's a benefit of school, such a safe place really to
exchange ideas and debate with other people and to figure out those things."

Is it more or less difficult for young women artists? Santiago answered,

it's less difficult, I had

a more

difficult life than rnost of them, but I think it's

a

"I think
terrible

difficulty to be middle class and to never meet anybody who speaks a different language
and to, you know what I mean? To live an existence of being coddled and sheltered and

things like that. I want to coddle and shelter my own kid. It's the natural, normal thing
to protect them, but a lot of my strength and a lot of strength in people I know doesn't
come from that. It comes from facing down an adversfly, an adversarial situation, it
comes from finding your courage when you think you have nowhere to
sounds very romantic, but

go. I know that

it's the truth. We build strength from our experience, you

know the old thing, what doesn't kill you makes you stronger, but who wants to risk that?
Everybody has a different path, and whether you're stuck in a very limited conventional
viewpoint because of where you grew up, that's what you have to arm wrestle with and
someone else comes from where they don't get enough to eat, or they're under the thumb

of some malicious relationship or you know, wherever, it's different challenges, so to
recognize that everybody's battling their own demons to get ahead, I don't know that it's
easier, I don't know that

it's easier, the only thing that's easier is some of the really, some

of the things you can point at and document and say, we[[, a gallery will talk to you.
There was a time when it was very hard to get a woman in a gallery, but you can be
talked

to. I mean here

at this school we are heavy with females rather than male teachers

and our president is a woman and on the faculty advisory committee there's like two men
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and everybody else are women. So that's a difference here. I don't know that it's any

nicer than anyplace else, but it shows that women have the strength to have some
responsibility and take leadership here in this little environment. I know when I taught at
St. Olaf College in the 1980s it was all gray haired men running everything over there
and you'd better be Scandinavian too. They were nice men and they were doing good

things. But the point is there wasn't that woman's perspective back then, back in the
early 80s. I'm sure it's different now, but in 1980-81 there wasn't very much of a female
voice there or the kinds of things that are important to young women. I think it's really
nice for young women now that they can have a role model. There's someone in their
neighborhood who holds a responsible

job. There's

someone in their neighborhood who

has traveled around the world by themselves. You know

it's not...you knowthey have

some role models and choices that maybe were different for

me. In terms of where I

grew up you could become a waitress, you could work for the telephone company,
one of the

liule shops, or you could

be a prostitute, and

[...] in

I had a few of those in the

neighborhood too. So the job opportunities were rather...or you could join the convent I
mean you know, it's like, let me out of here, you know, just let me...kind of narrow...

but it was interesting, it was my father who's saying cut through all that, let's just fly
over that and imagine ourselves here. And it's the

gift-he

was very imaginative."

To summarize Chapter Four, the in-depth personal interviews with ten
conternporary women artists have yielded rich and diverse information about the topic,
Women Artists snd Leadership, ftom the vantage point

of their personal experiences and

perspectives. The interviews with women artists who shared their ideas, thoughts and
experiences, revealed very personal and sometimes conflicting sentiments, such as
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Summers Cool and Globus Goodman's concern about modern technology passing them

by and longing for more knowledge, even while at the gut level they cling to the older
ways of working, knowing itcan't be replicated by computers and digital methods.

Likewise, complexities are revealed, as in Olson and Lyon and others wanting to pass a
much-maligned ferninist theory on to the up and coming generations-seemingly
amnesiac generations--of women whose socialization and acculturation has already
entrenched them in the hidden ideologies of the hegemonic forces that govern attitudes
and behavior. There were strong correlations between the interviews and the themes and
patterns that emerged from the literature review, which

the following chapter.

will now

be further explored in
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Chapter Five - Discussion
Diverse, significant, and thought-provoking theories were presented in the
literature review of this study that, it is interesting to note, found manifestation through
the experiences and expression in the words of the ten contemporary women artists who

were interviewed.

Ellen Dissanayake (1988) speculated on the nature of art and what art is for. She
theorized that art is a behavior that is ubiquitous, essential to life activity, and

pleasurable. Interviewee Georgette Sosin talked about the artistic impulse,

"l think

that

the impulse to create is something genetic...it's some inborn need that one has."
Interviewee Dorothy Odland spoke about the emotion that a previously unseen work by
Gauguin elicited in her when she viewed the original in a gallery,

"I

had the impact

of

weeping in front of a painting. It was so powerful." Joyce Lyon described the "gasping"
reaction and exclaims of some on-lookers to one of her works, surmising that "The art
had entered into

them." She experienced

a deep satisfaction in resonance to the response

of her audience and in that moment, the circle of the gift as theorized by Lewis Hyde
(1979) was completed. About the work, itself, Lyon admitted, " There are times when I
have looked at individual pieces and thought,

'My

goodness, that came out of my hands?'

And that's pretty wonderful. That's a pretty deep satisfaction. But it wouldn't be honest
to say that

if it was only me looking at it, that would

have been enough."

All of the

artists expressed a deep-seated need to make art and share it and all described rapt
audiences, whether

it be workmen in the factory where Georgette Sosin welded her

sculptures, the friends admiring Marilyn Summers Cools "dood[es," the "converts" who
bought B. J. Christofferson's Mexican tourist art or the group of six who would
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understand her art work and talk Pat Olson out of any notion of quitting painting should
she ever get discouraged.

Hyde described the dilemma of an artist trying to make art and make a living in
the comrnercial world of the market economy, a source of angst and ambiguity for all the
artists interviewed. Leann E. Johnson talked about "having a foot in both worlds...fine
art and commercial." But "I've had pieces that were just drop dead fabulous...but

invariably the client doesn't pick the best one...so what I do is keep the ones that are the
strongest anyway. I keep them...to remind myself that I know what I can

do."

B"J.

Christofferson said she'd love to quit the day job and be in the studio all the time. Even
those who Iove teaching art declare when their days of service as teachers are over they

will

be huppy to have more time to make

art. Hyde spoke about the de-feminization of

women who enter into the men's world of cornmerce and industry, a deterrent for a
woman seeking to sell her work, for, according to Hyde, a woman's life is relationship-

based. Many of the interviewees expressed their struggle with these issues, for example,

Marilyn Summers Cool vividly stated, "I get frustrated because I sometimes change my
mind in the middle of the road. What I see with some of these artists is a consistency that

I admire. That almost has, excuse the expression, a maleness about it, and it has to do
with consistency and approach. To me, men are about arrows, pipes, and women are
about fans...the women I know are the caretakers, whether it be of children, husbands,

friends...I see women as fans, which makes it really hard to be an arrow...the women
who are not like that...it's like a closed fan...they know how to close the fan and be more
directed."
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There is ambiguity in whether one chooses to make art specifically for the
marketplace, or make art that satisfies some other need, for example, Nancy Robinson
said, "The primary adversity is the financial challenges. One of the things I have done to
address the financial thing is to provide myself with some money that

isn't from art and

also not to get tangled up in some real career that would keep me from doing my art

properly. I haven't tried to live totally off my art...although, I have lived off my art.
That's been the major balancing act that's really hard, and I've done

it."

Beyond that are

other marketplace influences, described by Patricia Olson, "There's a certain level

of

curators and collectors and dealers, all of whom are looking at the artist saying, 'can we
make money or our reputation on this person?' That's the marketplace...and we get to
decide one way or another if we engage." About art critics, Georgette Sosin says, "They
either like it or they don't like it or are indifferent. It's really not the important part

of

art. It's really being allowed, and having the great good fortune to come here [United
States] and work on anything I want to, regardless of what anybody thinks about it, and
I

have the freedom to experiment. People weren't able to do that in the Middle Ages.

They worked for the church. They had patrons, and the patron wants to be recognized in
that portrait, you know. It was more that kind of commodity than it has been since the

20ft Century began. We have this tremendous freedom, which is two sided. One side
doesn't support you necessarily to eat, but on the other side of it you have your freedom
to do what you want to do."

Not only is money involved, but also status and power. In November 2006,
Whitney M. Nalty wrote about the players in the arts market, "While dealers, collectors,
critics and curators remain the gatekeepers to fame and foftune, the balance of power
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among them is shifting.

[...]

Dealers continue to be tastemakers, though like critics, their

power is becoming more and more diffuse. Younger gallerists, who naturally have
greater access to and rapport with the younger artists who are now so much in demand,
are gaining a real foothold. Collectors have become more and more important...the
demand for pieces by star talents is so great that one has to act fast in order to access top

work. While curators must

spend months going through a board approval process before

acquiring a new piece-and then demanding a discount--deep-pocketed buyers can
simply cut a personal check on the spot. Museum group shows.

..

are increasingly seen as

launching pads and the curators charged with pulling them together hold major sway.
People want to know that they're buying something with relevance in the greater world"

(pp. 192, 195). At every [evel of the art marketplace, there are gatekeepers who dictate
what has relevance in the greater world. And relevance is deterrnined by ideologies
governed by a greater hegemony.
Theories about ideologies and hegemonic forces that underlie discriminatory
practices for women and, pertinent to the study, women in the arts, have been challenging

for the researcher to articulate. Underlying it is a basic distrust in our society of any
seemingly intuitive or irrational activity. The arts, themselves, are suspect, which bell
hooks (1995) exemplified in an interview with artist Alison Saar, who responded, "My
art comes to me from directions that don't always follow a rational, linear process" (p.

25). lnterviewee Nancy Robinson says, "Painting puts me into some sort of state...alpha
state

or Zen state... where I am completely happy and don't care what happens."

Georgette Sosin likens her art-making to rneditation,

"it's kind of an out of body

experience because I can go for hours and not even know that hours have passed." Bette
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Globus Goodman says, "It's so nurturing to be in that vacuum of time and so absorbed in
something that you're at a different plane."
Dissanayake descried the Platonic, literary temperament, which suppressed oral
performartce [poetry reciting, singing, acting]. In the past, said Dissanayake, oral
performartce was key to the transmission of culture, "provoking personal involvement
and emotional identification to assist memorization." Dissanayake explains that poets

and actors were banished in Plato's realm essentially due to an opposing ideology that an

oral perforrnance "would be considered irrational, an obstacle to clear, analytic thinking,
and hence to be vigorously repudiated as an instrument of education" (p. 153). Maria

Santiago recognized the edginess and danger of the irrational:

"I feel many artists have

lost the battle out there with their imaginary sea monsters...I think people like Rothko
glimpsed that chaos and I think that's what killed him." Art in America is suspect.
Interviewee Nancy Robinson said, "'W'e live in a world that... [pause] America hounds
her best artists to death, and American hounds her 'not best' artists to death, too.

Arnerica hounds artists to death." Pat Olson said, "[n general, the arts are not cherished
in this culture unless you're at the top, unless you're a star and making lots of money."
Language, power and ideology are corurected, theorizes Norman Fairclough

(1995) who asks, "How can it be that people are standardly unaware of how their ways of
speaking are socially determined and of what social effects they may cumulatively lead
to? How does the naturalization of ideologies come about? (p.

23). As an art critic

building her career in the 1970s, Lucy Lippard (1976) struggted with the very language
of her trade, finally waking up to the realiz,ation that male pronouns defined every key
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position in the arts-gallery owners, critics, curators, museum directors and artists-and
that try as she might to act and work like a man, she would never be one of the boys.

Fairclough furtherrnore theorizes about hegemony, "Hegemony is leadership

well

as

as

domination across the economic, political, cultural and ideological domains of a

society...Hegemony is about constructing alliances, and integrating rather than simply
dominating subordinate classes" (p. 76). Hegemony may have pretensions of eternity:

"l

don't know why things are this wny, that's just the way it is." But shifting dynamics
between dominant and subordinate classes exist and create new alliances in the
hegemonic compromise. The hegemony shifts, appropriates, alters, incorporate, co-opts
the elements of the issues that inspired the threat into the dominant paradigm. In relation

to racial and gender discrimination, bell hooks (1995) spares no punches, "The system

of

white-supremacist capitalist patriarchy is not maintained solely by white folks. It is also
maintained by all the rest of us who intemalize and enforce the values of this regime" (p.

xii).

fut

is potent. Art is a powerful tool. hooks fully understands the role of language

and power, "Sadly, conservative white artists and critics who control the cultural

production of writing about art seem to have the greatest difficulty accepting that one can
be critically aware of visual

politics-the way race, gender, and class

(who makes art, how it sells, who values it, who writes about
fierce commitment to aesthetics" (p.

xii).

shape art practices

it)-without

abandoning a

hooks directed her thoughts towards class,

"Among blacks,.as among other groups in this society, class standing is not determined
solely by material possession; it is informed by family background, education, values,
geographic location, and so forth" (p. 109) Modern-day interviewee Leann E. Johnson
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who moved to Minneapolis from Chicago reported on trying to forge ties within the black
community, "Some people have been here for so long. There're also from around here
and that seems to make a significant difference not only in the Metro area but in terms

of

Miruresota where the culture really is more a case of do they know your parents? Do they

know your grandparents? Do they know where you grew up? Did they go to school with

you? Have they been going to school with you since elementary school? If you're not
part of that circle, it's like there's this force field and you don't quite crack it."
Has discrimination lessened in its impact over

time? One of the interviewees who

shared her experience of male harassment in graduate school now finds herself

undervalued in today's marketplace economy.
are tasks that I perform that

"I work for less than I should. And there

['m not paid for." Another artist cofirnented on the media's

brush-off of a significant feminist art exhibition in 2006, "[The Weisman show] got a

little blurb when it first opened in the Star Tribune that was very breezy, very dismissive

intheendandbysomebodywhohadn'tseenit..,itwasn'tareview,

itwasjustabturb

about what's going on in the Twin Cities but it said something along the lines of, "aren't
we tired of talking about vaginas?" B.J. Chistofferson faced another kind

of

discrimination with her religious iconographic art, even harassed to the extent she has

publicly been called blasphemous and told she is going to hell for her art.
The ten women artists who were interviewed struggled for words when asked
about leadership in the arts. It was a broad line of questioning that elicited responses that
were ultimately categorized into four areas: institutions, visionaries, organizers and

pioneers. But what can be said about the leadership qualities of the ten women artists
themselves? Are they leaders? Only a couple of them self-described as leaders: Nancy

Women Artists and Leadership 236
Robinson talked about how fellowships and grants she and others receive confer a
leadership status-people recognize them as good artists, worth listening to, and "you get
a lot of

credibility". Robinson further ventured the affirmation, "Since this is about

leadership, I am proud of how much leadership I've given to other artists----especially
women artists." Joyce Lyon was oblique in referencing critical acclaim from a recent

exhibition and also being among the women who emerged from an art collective and
went on to "strong regional careers". Suy Lyon, "[t is about having the vision and having
the persistence and having the good fortune to have a few things go your way" To be

allowed to be a noticed leader." Pat Olson's reference to her own leadership is also
oblique,

"I felt like this outsider all my [ife, and now suddenly

people are treating me like

an insider. I have no idea how that happened." Maria Santiago was modest, but direct,

"I

accept my role, my kind of leadership role, which is to take some of the news that has

come back [from art pioneers] and take it back inland a little bit further for those who

can't go way out there."

Looking through the lens of the Augsburg Leadership Development Model, which
states,

"individuals aspiring to positions of Ieadership rnust possess three key attributes:

sense

of vision, the ability to persuade, and the ability to direct action...and a broad range

of abilities and awareness" the researcher found many correlations. Beginning with the
orientation to actton, the interviewees revealed in their conversations their ability to take
risks, their ability to make radical art acts that affected those around them. They were
decisive about answering a powerful call to a vocation in the arts despite misgivings

of

parents and despite virulent discrimination, based particularly on gender, in the arts. In

order to publicly exhibit their work and face the comments and critiques, which all of the

a
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interviewees have done, they had to be highly rnotivated, have self-confidence and a
strong sense of self-esteem. The art interviewees had to be able to think critically.

Within the category of sense of vision, with emphasis on the ethical and creative,
the interviewees had to fly into the face of conflict, appreciating situational complexity as
they worked toward adaptive change and becoming acutely aware of philosophical
differences as they adusted their work within the new consciousness of feminism and
turned to such innovations as central core imagery. They provided for the future,

mentoring other women and creating programs to advance women in the arts.

Regardingthefacilityfor persuasion involving diplomacy, team effectiveness,
interpersonal sensitivity and tolerance, these interviewee artists banded in groups and

collectives to develop and promote new ideologies. They tested new, non-hierarchal,
non-competitive organizational structures that honored diversity and individuality and
persuaded others to incorporate similar values into their home

life and workplaces. They

persuaded grant making agencies and individuals to fund programs, brought class action

suits against sexist employment practices, disseminated publications that provided
alternative art critiques, exhibited nontraditional work, often through group shows that
gave thern support for the risks they took, and offered public education programs to

introduce new perspectives about the history, content, materials, and meaning of art.

Th*y fostered the ethics of multi-culturalism. And they relentlessly created art. Says
Roger Soder (2001), "We can experience persuasion in art. A painting is capable

of

getting us to see the world in a new way. Moving, getting us to see, is a kind of
persuasion. V/e are convinced of something through engagement with the painting" (p.
I 8).
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All of the interviewees

can be said to have followers, per the transformational

leadership description of Nahavandi (2006) in terms of people who visit their exhibitions,
take their classes, publicize their accomplishments, encourage and support them and buy

their work. And they exchange roles as leaders and followers, but always equals. For
example, Georgette Sosin was a leader in creating a gallery to display the works of others
as

well as herself, but a follower in supporting but not being an "active member" of

organizations like Artists Equity and WARM. Within the cooperative model, women
artists like Robinson, Sumrners Cool, Lyon, Olson and Santiago were somewhat

situational leaders, accepting leadership roles and responsibilities as needed and
relinquishing when not. Nahavandi (2006) describes situational leadership as "one of the
weakest contingency models" but an appealing one. Here "different leader behaviors are

effective in different situations...leaders adjust their style to the followers' abilities and
motivations" (p. 181-2). [n the WARM cooperative, however, the leader was not a
perrnanent leader, as the whole system worked on a rotational basis. Said interviewee Pat

Olson of WARM, "WARM wasn't perfect...but you gathered round, you bring the work

to the sacred space. There's an old story that goes around WARM; we didn't know
much, but we knew to put our chairs in a circle when we had a meeting. Which right
away says everybody's voice is equal, it's nonhierarchical, we're going to look at each
other square in the face. You know, it didn't always work so beautifully, but somehow
the form was

there." Barbara Kellerman (2003) proposed, "American leadership culture

has changed in ways that, on paper at least, make

it more amenable to women...virtues of

cooperation and collaboration... it matters that the value that dominates the ideology
leadership at the beginning of the twenty-first century is

equality-that

leaders and

of
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followers are presumed to be of similar status. The leadership literature now takes it for
granted that those who lead depend on those who follow. This presumed parity, which is
based on the

implicit assumption that, given another task to fill, leaders and followers

could as easily switch roles, makes a difference to women who lead, and, as important, it
makes a difference to the women who

follow" (pp. 56-7).

This leads the discussion to yet another theory that deserves consideration, and
that is feminist theory or as Pat Olson wryly put it, "the f - word." According to Rhode
(2003) common concerns of professional women include becoming 'pigeonholed' as a

'feminist' or'women's libber' and pose "reputational risks that leave women leaders in

a

double bind. Those who 'rock the boat' on women's issues may lose the collegial
support and career development opportunities that woutd provide a power base within

their organizations and make their advocacy effective. But those who obtain influence by
becoming one of the 'good old boys' cannot easily defect when gender-related
controversies arise"

$.24).

Most leadership theory attempts to identifo, illuminate and

improve leadership practices within the existing structures, systems and organizations of
our society. Ruth B. Mandel (2003) observed, "The lack of enthusiasm in this attitude

[conflicting views about traditional leadership positions and whether that should be a
desirable goal] embodies a profound and understandable distrust of traditional

institutions, those structures built by and for powerful men in a culture of second-class
citizenship for women. Making room fbr women within relatively unaltered structures
would leave intact the overall system that historically has denied leadership opportunities
to women and other powerless groups.".the women who set out on a road to top
leadership

will still travel in domains

designed by and for men, replete with the residues
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of men's leadership for centuries" (pp. 69-73). The resistance to ideology and hegemony
can be

weak. According to Patricia Scott Schroeder (2003) "here we are in a new century

and 'Barbie' is still the model of American women" (p. 86).
Eleanor Holmes Norton (2003) summed up, "The principle that discrimination
based on sex is wrong approaches consensus in the United States today...Ironically,

women's progress in recent years has been so widespread that these improvements may
obscure both the issue and the pace of leadership or, in some cases, may create the

illusion that equality has been achieved" (p. 1 l0).
Returning to Pat Olson, "'We have come a long way in the last thirty years;
barriers have fallen and young women have a lot more opportunities. Discrimination is
much less and one wishes that they appreciated their position a little bit more, but again,

why should they. This is their life...there's constant talk about the f-word
and that young women do not want to ernbrace

it.

- feminism -

We have a class here at the college

that everybody has to take their first semester called the Reflective Woman and
sometimes that's derisively called Feminism 101, which it isn't quite frankly. It's about

introducing people to critical thinking and what a college kind of experience could be.

It's an interesting course. [t's got

an aesthetics component and so

on. But in some cases

there's real resistance to what they think this course is about. And I blame the media.
The media has given feminism a very bad name and people still talk about bra-bumers

like it was just the worst thing in the world."
This chapter has, to reiterate, taken a second look at some of the diverse,
significant, and thought-provoking theories presented in the literature review of this study
and related them to the words and

life experiences of the ten contemporary women artists
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who were interviewed. What gives this study meaning? What significant purpose can
the researcher point to that justifies the intensity of expression demanded from and

reported about the interviewees? In Leadership and the New Science ( 1999) author
Margaret J. Wheatley said, "More than ever I believe we must embrace entirely new
ways of organizing if we are to thrive in the new worlds we are creating" (p.
continued,

"[f

a system is in trouble,

x).

She

it can be restored to health by connecting it to more

of itself. To make a system stronger, wB need to create stronger relationships. The
solutions the system needs are usually already present in

it. If'a system is suffering, this

indicates that it lacks sufficient access to itself. It might be lacking information, it might
have [ost clarity about who it is, it might have troubled relationships, it might be ignoring
those who have valuable insights. To bring health to a system, connect it to more

itself. In order to change, the system

of

needs to learn more about itsetf from itself (p. 145).

From this seemingly elliptical commentary of Wheatley's, this researcher
proposes that to strengthen the cause of women artists who sti[[ struggle in the midst of a

chaotic and discriminatory environment with all its hidden ideologies and hegemonic

allure, they need to connect to more of themselves. [n order to continue momentous
changes their leadership and persistence initiated in the 1960s

-

1980s, they need to learn

rnore about themselves from themselves. If this study is beneficial to that learning and
connecting process, it has significance and meaning.
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Chapter Six - Conclusions

Art critic Suzi Gablik (1995) gave voice to a different way of thinking ahout art
and artists:

"As my sense of art slowly transformed from

a visual language of forms into

something more interactive and dialectical in nature, I began to see how the rnodel of the
lone genius struggling against society, which has been the philosophical basis for
Western culture, has deprived art of its astonishing potential to build community through
empathic social interaction. Embedded in modernism is a subtle and far-reaching
message concerning the loneliness and isolation of the self, whereas the participatory and

dialogical practices I had been writing about predispose one to step outside that frame

of

reference and invite others into the process. This line of thinking caused me to move
away from romanticism and modernism and to consider instead the possibility of a

'connective' aesthetics, based in vigorously active and impassioned engagement that
would restore art's connectedness with the world after a century of vision-oriented, purist
ideals" (pp. 16-17). As Gablik continued to explore this line of thinking she reasoned,
"once you upset and threaten belief systems or goals, and disturb the web of which you
are a part, you are

likely to be challenged, opposed or attacked...the attacks should not be

seen as personal attacks that make you bleed; rather they are the voice of history asking

you to expand yourself to include others."

It is no surprise that Gablik is a friend of Elten Dissanayake's or that she was
deeply affected by "an almost unspeakable topic that surfaces clearly during the first
conversation with Dissanayake, when she says:

'I think the important thing is to realize

that we can't go on living the way that we are" (p. 23). Gablik and Dissanayake share a

belief that "as we continue to ignore the pressing ecological realities around us, it begins
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to look as if we may be a maladaptive species, living in a terminal culture, unless we can
change" (p. 23).

Gablik embarked on a project to talk to people "for whom the place of art in
contemporary society is a vital concern," which culminated in her book, Conversations
before the end of time: Dialogues on Art,

Lfe & Spiritual Renewal. In a dialogue with

author Satish Kumar of India, Kumar "argues the case for a resacralization of art and
nature, deploring the linear, product-oriented thinking that characterizes Western

industrial society's relation with both" (p. 136). Said Kumar, "The function of the artist
is very, very important, and I think if the world is going to be saved, it is not going to be
saved by the politicians, or by the industrialists, or by the business people, because in my

view-and it's a harsh thing to say-they

arc the culprits of this ecological,

environmental and spiritual crisis that we are facing...we have become dualists, we have
separated ourselves from nature. We see nafure out there, for us to dominate and use and

exploit, for us to rnanipulate for our benefit, for our comfort...whereas the artist can still
see the

relationship of unity between human beings and nature" (pp. 147-148).

Gablik was thoughtful, "Underlying the contemporary culture war is a struggle
about power and privilege. The emerging paradigm of cultural interdependence is
exacting an awareness that the hegemonic model of white Western history, which has
acted as

a

justification for imperialism and colonialism, is no longer adequate or even

acceptabl*" (p. 269)

Shifting to the sentiments on multiculturalism offered by art critic bell hooks
(1995),

"I

asked my audience to consider why in so many instances of global imperiatist

conquest by the West, art has been either appropriated or destroyed. I shared my
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amazement at all the African art I first saw years ago in the museums and galleries

of

Paris. It occurred to me then that if one could make a people lose touch with their

of

capacity to create, lose sight of their will and their power to make art, then the work
subjugation, of colonization, is complete. Such work can be undone only by acts

of

concrete reclamation" (p. xv).
Barbara Kirshenblatt-Gimblett's dialogue with Gablik (1995) included thoughts
about hegemony. "The hegemonic," declared Kirshenblatt-Gimblett, "does not represent

itself as ethnic---or as multicultura[. It believes it transcends cultural differences and that

it is the relatively impregnable center, which
multicultural. Viewing itself as if it were

a

has the power to not be defined as

universal culture, the hegemonic never

acknowledges how it marginalizes certain cultures and elevates others. Instead, it makes
transcendent claims to speak for everyone---€ven while suggesting itself as distinct from

all these Others" fu. 414). Gablik expressed a belief, "We have witnessed, over the last
decade or so, an unprecedented collapse of the hegemonic story that posits

'quality'

as

the unique basis for evaluating art's identity and worth in the cultural order. The

narrative of masters and masterpieces, which represents the white Western cultural canon
and thus chronicles a certain national

identif, has been derailed by other coalitions, who

speak with a different moral vocabulary and operate within a different constellation

of

values, interests and assumptions...If the symbolic significance of art is that it is a

microcosm of the larger societSr, then the task of defining art's value, meaning and
purpose becomes integral to the right to dehne the way things are and the way things
should be. It rneans, in other words, to have a voice in how public culture should be

shaped. The politics of culture may be changing, but we should note that parity has not
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yet been reached. Any dissenting practice must still run the gauntlet on the battlefield

of

Western dominance and power relations" (p. 294-5).
One of Gablik's conversations was with Carol Becker, dean of the School of the

Art Institute of Chicago, who said, "l think American society in particular is
fundamentally an antiintellectual society, and always has been. There hasn't really been
an articulated place where people of ideas, like artists and writers, are welcome. I was in

Spain, for instance, during part of the Gulf War, and every day in the newspaper, they

would quote artists and poets, asking them what they thought about the war. They were
actually asking creative people what they thought about the world, what they thought
about the political arena. That's never the case in

America-I

mean, what artist ever gets

quoted in the New York Times on major issues about the society? The populist image in

America seems to mean the lowest common denominator, as if the American public
could only handle the simplest, most banal and one-dimensional kinds of statements, or

films, or books...that's made it difficult, I think, for writers or artists to actually take

a

stand and be present in the culture" (p. 361). Gablik offered that our concept of art
suggests it was disenfranchised, removed from engagement with worldly affairs, which
she said is a belief now rejected by many artists (p. 361).

These thoughts presented at length from Gablik's book epitomize for this
researcher the larger arena in which the arts, zurd women artists, operate.

It is

extraordinarily all encompassing-+ven while the artist retreats to the studio to grapple

with ideas on an individual basis, as interviewee Pat Olson says, "what happens in the
studio has its own authority, ffid people who are interested in that can recognize

it.

And I

think that somebody could have a career just in the studio and then the community that is
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around the studio and really shun the marketplace if they want
does

to. Now hardly anybody

that. It's always intermixed, because what you want to do is you want to show, you

want to grow that community."

In another way of looking at life, art and the universe, Wheatley (1999) gave the

world a new idea, saying, "I have played with the notion that organizational vision and
values act like fields, unseen but real forces that influence people's behavior. This is

quite different from more traditional notions that vision is an evocative message about
some desired future state delivered by a charismatic leader" (p.

15). To Wheatley,

information, which has a commodity identity as "bits and bytes to be counted,
transmitted, received and stored" has, in terms of the new science, a "dynamic, changing

element" (p. 94). She said, "AIl life uses information to organize itself into form. A

living being is not a stable structure, but a continuous process of organizing information"
and asks, "Who arn

I? Am I a physical structure that processes information or immaterial

information organizing itself into material form?" Wheatley quotes Deepok Chapra, "At
any point in the bodymind, two things come

together-a bit of inforrnation and

a

bit of

matter. Of the two, the information has a longer life span than the solid matter it is
matched with. ..This fact makes us realize that memory must be more permanent than

matter. What is a cell, then? It is a memory that has built sorne matter around itself,
forming a specific pattern. Your body

is

just the place your memory calls home" (p. 95).

Daniel Chirot (1994) rerninded us, "Survival and evolution are not functions of
virtue or of anything hurnan beings can recognize as an inevitable march toward some

kind of perfectbeing. There is no guarantee that inthe future humans will survive longer
than certain insects or microscopic creatures. We may not. The most adaptable and
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secure form of life may not turn out to be us.
the modern age from the past,

.

.lf there

is a single fact that distinguishes

it is this awful awareness that we are mortal

as a species,

not just as individuals, and that we have no special protection from the forces of nature"

(pp 2-3). But

he offered hope, "Nevertheless, modern humans do have some special

traits that distinguish them from all other species of animals. At some time our distant
ancestors acquired the ability to communicate and store knowledge and so pass it on to

their offspring"..humans' ability to do this continues to expand and no limit is in sight"
(p. 3). While Noarn Chomsky (2003) talked about the human capacity to destroy
themselves,

"with an assault on the environment that sustains [ife, on the diversity of

rnore complex organisms, and with cold and calculated savagery, on each other as well"

(p. 2) he allowed, "One very promising development is the slow evolution of a human
rights culture among the general population, a tendency that accelerated in the 1960s,
when popular activism had a notable civilizing effect in many domains, extending

significantly in the years that followed. One encouraging feature has been a greatly
heightened concern for civil and human rights, including rights of minorities, women,
and future generations, the latter the driving concem of the environmental movement,

which has become a powerful force. [...] Over the course of modern history, there have
been significant gains in human rights and democratic control of some sectors of life.
These have rarely been the gift of enlightened leaders. They have typically been imposed

on states and other power centers by popular struggle.

[...]

One can discern two

trajectories in current history: one aiming toward hegemotry, acting rationally within a

lunatic doctrinal framework as it threatens survival; the other dedicated to the belief that
'another world is possible,' in the words that animate the World Social Forum,
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challenging the reigning ideological system and seeking to create constructive
alternatives of thought, action and institutions. Which trajectory

will dominate, no one

can foretell" (p. 236).

Art, from the void, the chaos, the irrational, the gift, could be the persistent voice
that calls humanity back from the brink. Dissanayake created an amazing theory,

"Making socially important activities gratifying, physically and emotionally, this I would
claim is what art was for" (p. 152) and gave a toehold on motivation, "Expression and
satisfaction of the longing for transcendence is, if anything can be so described, for
humans 'the meaning of life" (p. 91).

Wheatley's comments are applicable here, "By far the most powerful force of
attraction in organizations and in our individual lives is meaning...I have witnessed the
incredible levels of energy and passion that can be evoked when leaders or colleagues
take the time to recall people to the meaning of their work. Most people come to their
organizations with adesire to do something meaningful, to contribute and serve...-If we
hear our colleagues speak about their own yearnings to make a small difference, we feel

new energy for the work and for each other. The call of meaning is unlike any other, and
we would do well to spend more time together listening for the deep wells of purpose that
nourish all of us" (pp.132-3). And finally, from Dissanayake,

"[ will venture to

conclude...that what the arts were for, an embodiment and reinforcement of socially
shared significances, is what we crave and are perishing for today" ftr. 200).

The social movements of the 1960s did have real power that exposed the

underlying ideologies that governed social behaviors and nonns. And the women's art
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movernent, which demanded adaptive changes, changed the worldview through the
efforts of thousands of women artists who took incredible risks towards that end.
Perhaps, ultimately, it

will take more artists like Maria Santiago to envision

"protoplasm and evolution and the philosophical notion of the courage of material.
so courageous to take risks to change, to mutate, to do

going, this

will for living...the tremendous

..

it's

all those things...to keep a life

courage of material to move fuither whether

it's springing wings, or springing whatever." Perhaps it will take more artists [ike Leann
E. Johnson, Marilyn Summers Cool and Dorothy Odland to connect humans to their roots

in prirnitive cultures and in nature, and artists like Joyce Lyon to show us the force fields
that operate between the darkness and the light. Artists such as Georgette Sosin can
deeply connect us to the cosmos and B.J. Chistofferson with the faithfulness and

certainty, yet the absurdity, of our concepts regarding the sacred, spiritual and profane.
The world can learn much from the wisdom of Pat Olson's paintings of awoman's ritual

initiation into The Mysteries. And the deepest longings and fears about sexuality, aging
and the tenacity and ferocity of human desire find expression that connects in the

paintings of Nancy Robinson and the photography of Beffe Globus Goodman.

At the core of feminist theory is the premise that the personal is potitical. The
personal is where art begins, where, as interviewee artist and mentor Marilyn Summers

Cool says, "you find the core stuff the core experiences...the things that have impacted
our lives the most...the things we think about more strongly." Dissanayake cou-nseled,
there is to be any coherence at all in our lives,

we are all called upon to be artists

"[f

it is up to us to put it there. To this extent,

- to shape, find significant

aspects of, impose meaning

upon, discern, or state what is special about our experience" (p. 199). And, following the
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reasoning of Wheatley, we can trust in the self-organizing universe that gives birth to
new

life. "If

a system is in trouble,

it can be restored to health by connecting it to more

of itself. The solutions the system needs are usually already present in it...To bring
health to a system, connect it to more of

itself'(p. 145). This is a call then from

research

on the history and current experiences of women in the arts to women who are all called

upon to be artists and leaders. Create strong relationships, share information freely, and
connect yourselves, your stories, your lives, your experiences, your art, to each other and
trust the process to restore a perishing world to health.
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APPENDIX
B. J. Christofferson
Dioramas and lcons
Tourist Art

Marilyn Summers Cool
Multiple tr/esrs (derail)
Essence of I'{est #2
Bette Globus Goodman
Ode to Sylvia Plath's Vacuum Jar #l
Ode to Sylvia Ptath's Vacuum Jar #2
Ode to Sylvia Plath's Vacuum Jar #3
Leann E. Johnson

Installation at Patrick's Cabaret
Spirit Dance
Ancestors l
Ancestors 2
Joyce Lyon

Approaches to the Garden

XII

Dorothy Odland
Blue Pond
Water Way
Late Afternoon, Black Duck Island
Patricia Olson
The Presentation (detail) and The Descent
Operation Mopping Up - (detail)

Nancy Robinson
Self-Portrait as Diana the Huntress
The Tyranny of Fashion

II

Maria Santiago
River Angel
Protoplasm
The Dreamer
Georgette Sosin
Moon Juggler and.Sosfiz Gallery View
Meditation Place
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LEADERSHIP DEVETOPMENT MODET-AUCSBURC COLLEGE

The MAL program promotes leadership as a process that
1) inspires cooperation among people who must compete for limited resources, 2) promores producrivity within
and
beyond the organization, and 3) worlcs toward progress for the individual and the organization. To accomplish this,
individuals aspiring to positions of leadership must possess three key attribures: a **** of vision, the abitiry to
persuade, and the ability to direct action. Underlying these attributes are a broad range of abilities and awareness,
outlined in the Leadership Development Model, that serve as specific ourcomes for rhe MAL program. Augsburg's
model o[ leadership development is designed to assess, promote, enhance, and refine these capabltiti*s within the
individual.
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APPENDIX C
MacNabb Interview Questions

Women Artists and Leadership
Vicki C. MacNabb
Advisor: Norma C. Noonan, Professor of Political Science and Director, Master of Arts in
Leadership Progranr, Augsburg College

Research Questions organized by categories
How did women artists get ahead in the 1960s and 1970s despite advense conditions?

'

Tell me about the state of the arts as a career choice or vocation when you first began
working.

c

In what medium did you work? \l/Fry?

t

How did your personal sryle of art develop? Where does your inspiration come from?

.

what kinds of challenges did you face

'

What would you do when you experienced adversity in relation to yogr art career? What
forms did adversity take? What were your strategies? Did you have support?

r

what is the most radical art act or decision you ever made?

as a young artist?

Who are the people they admire in the world of art?

t

If

.

What people or trends influenced your work? Has this changed over time?

1'ou could put yourself in the shoes of another artist, who would

it be and why?

\Yho do they consider leaders in the arts? Artists? Funders? Collectors? Do they perceive
leadership as a relevant concept?
Where does leadership come from in the arts

'
.

What qualities would someone who is a leader in the arts exenrpli$r?

.

Whom would you name as a person(s) with those leadership qualities?

t

world? Who has leadership influence?

Do you think the qualities that define leadership in the arts are different now than in the
past?

1

MacNabb Interview Questions 2

How has time/aging affected or influenced their work.

e

Has the content or meaning of your art work changed over time? Has what inspires you
changed?

r

How has growing older affected your work?

Is retirement a valid concept for them? Wiil they retire from their vocation in the arts?

.

Do you intend to retire? Why or why not?

o

How would you define retirement for yourselfl

Self-assessment and life satisfaction how are they doing?

.

What about your art career would you say gives you the most pride or sense
accomplishment?

.

If you could

of

change anything about your art career or your life as an artist, what would

it

be?

Do they perceive they have forged/are forging openings in the arts that will help other
women artists?
I

Are you teaching or mentoring other women in the visu,al arts?

e

Do you notice any differences in attitudes of younger women artists you are helping?

a

What advice would you give to someone who is consideriog a career in the arts? Do you
think it will more or less difficult for women in the future than it was for you?

APPENDIX D

Consent Form
Augsburg College
Leadership and Women in the Visual Arts
You are invited to be in a research study of leadership and women inthe visual arts. You were
selected as a possible participant because of your longevity and achievements in this field.
I ask that you read this form and ask any questions you rnay have before agreeing to be in the
study.

This study is being conducted by me as part of my master's project in Leadership at Augsburg
College. My advisor is Norma C. Noonan, Professor of Political Science and Director, Master
Arts in Leadership Prograrn, Augsburg College.

of

Background In fo rm ation
The purpose of this study is to gather data through interviews of women whose work in the
visual arts began in the 1960s and 1970s in order to identift factors that have contributed to their
survival in this chosen field. Studies have shown that discrimination against women in the visual
arts has been historically virulent, but the current research lacks studies specific to the strategies
and skills contemporary women have used to engage in careers in the visual arts despite
adversity. As the visual arts represent not only a vocational choice but also a rarified arena of
power and wealth it is important to identiff means by ufuich longevity and achievement in the
visual arts can he realized-

Proredures:
lf you agree to be in this sfudy, I will ask you to do the following things: meet with me ofl a oneto-one basis for a two-hour interview at a mutually agreed upon tirne and a place that is most
convenient for you, and provide me with a copy of your resume.
Risks and Benefits of Being in the Study:
While there will be questions of a probing nature, this study is non-invasive and no risks are
foreseen- Should you experience anxiety, resoluces such as the S/alk In Counseling Center at
2421Chicago Avenue, Minneapolis, 612-870-0565 are available to assist yorl You are
responsible for any costs of going to a counseling center. There are no direct benefits to you from
participating in this study; however, you may experience some personal benefit by self-reflection
from tlre interview and you may gain satisfaction from contributmg to a study of this nature.

Confidentiality:
The records of this study will be kept confidential. If I publish any type of report, I will not
include any irformation that will make it possible to identiff you All data wi[ be kept in a
locked file in my home office. OoIy my advisor Norma S. Noonan, PILD., the transcriber Ella
Mae Sichtennarq and I will have access to the data, including written notes and tape recordings.
If the research is terurinated for any reason, all data and recordings will be destroyed. While I
will make every effort to ensure confidentiality, anonymity cannot be guaranteed- Tape
recordings will be used only for the purpose of this study and will be erased by December 31,
2009. I \nill b* htppy to give you a copy of the interview at your request-

Voluntary Nature of the Study:
Your decision whether or not to participate will not affect your current or future relations with
Augsburg College. If you decide to participate, you are free to withdraw at any time without
affecting those relationshipr.

Contacts and Questions:
The researcher conducting this study is Vicki MacNabb, graduate student, Master of Arts in
Leadership, Augsburg College. You may ask any questiors you have now. If you have
questions later, you nuy contact me at {612) 363-0666 or email me at macnabb@aussburg.edu.
You may also contact my research advisor Dr. NormaNoonan at (612) 330-1198 or
noonan@augsburg.edu.
Statement of Consent:

I have

read the above information or have had it read to me. I have received answers to
questions asked. I consent to participate in the study.

Signature

Date

I consent to be audiotaped.
Signature

Date

I consent to allow use of my direct quotations in the published thesis document.
Signature

Date

OR

I consent to allow

Signature

use of my anonymous direct quotations in the published thesis document.

D ate

You may request a copy of this form for your records. Thank you for your participation.

.h
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Institutional Research Board
Augsburg College
Box 107
22LL Riverside
Minneapolis MN 55454

June 15, 2006

To:

Vicki MacNabb

From: Norma C. Noonan, Chair

at r
--rft

I
,'/J

I am pleased to inform you that the IRB has approved your application for
the project: Women Artists and Leadership

_XX_

as submitted

as revised

with the additional form(s)/changes

_x_ with the following conditions: Add a statement to the consent form in
which you indicate a walk-in counseling center of some sort for a possible referral in case
the subject feels any anxiety. You should revise and submit a consent form that
incorporates this.
Your IRB approval number which should be noted in your written project and in any
major docurnents alluding to the research project is as follows:

2006-4L-2

with your project. If you have any questions, you may contact me:
or
noonan
6L2-330- I 198
@ augsburg.edu.

I wish you

success

c. Norma Noonan

'\i

Augsbng College
Lindetl Library
Minneapolis, MN S545f

